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Abstract 
The aim of this study is to analyse Saudi poetry in the last quarter of the 20`h 
century, in the light of its historical, cultural and desert dimensions, using the 
Fugitive Meaning Approach, which was based on Structural Stylistics and Creative 
Thinking. After describing the history and literary evolution in Saudi Arabia in 
Chapters One and Two, and explaining the Fugitive Meaning Approach and 
reviewing the literature in Chapters Three and Four, the four main poetic 
phenomena in Saudi poetry in the selected period have been studied. The four poetic 
phenomena, analysed in Chapters Five to Eight, are the qualitative employment of 
popular heritage, affiliation and the domination of anxiety, Saudi women and the 
inevitable conflict, and vagueness and the adventure of distinction. 
Chapter One sets out the historical and cultural background of Saudi Arabia 
during the 18`h, 19`h and 20`h centuries. It focuses on the 20`h century by classifying 
modern Saudi history into five stages, in which some developmental factors and 
aspects have been included. 
Chapter Two examines the stages of literary evolutions in Saudi Arabia: Neo- 
classicism, Romanticism and Modernism. It focuses on the Modernist period in the 
country, including its history, and general features, such as revolutionary spirit, 
vagueness, conflict and renewal. 
In Chapter Three, the Fugitive Meaning Approach, which is based on Structural 
Stylistics, as a linguistics background, and Creative Thinking, as a means of analysing 
literary texts, has been described. After explaining Stylistics with its common features, 
such as foregrounding, deviation and parallelism, Structuralism, Structural Stylistics, 
Creative Thinking, with its principles, devices, fields and stages, the chapter explains 
the approach, focusing on its originality and concepts taken from other approaches. 
Chapter Four reviews the literature on Saudi poetry in the selected period, 
which covers studying the employment of heritage, the artistic features, intellectual 
attitudes, the transformation of the poetic movement and the relationship between 
Saudi poetry and Saudi society. 
Chapter Five analyses the qualitative employment of popular heritage, illustrated 
by four poems by cAll al-Dumayni, Sa°ad al-Humaydin, Jäsim al-Sultayyih and 
Muhammad al-Thubayti. 
In Chapter Six, affiliation and the domination of anxiety has been investigated 
through studying four poems by cAbdullah al-Rushayd, cAbdullah al-Zayd, Abmad al- 
Sälih and Muhammad al-Mansur. 
Chapter Seven examines Saudi women and the inevitable conflict by analysing 
three poems by Thurayyä al cUrayyid, Latifah Qäri and Ashjän al-Hindi. 
Chapter Eight analyses vagueness and the adventure of distinction via studying 
three poems by cAbdullah al-Khashrami, Fawziyyah Abü Khälid and Muhammad al- 
Dumayni. 
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Introduction 
This introduction describes the significance of the study of Saudi poetry in the last 
quarter of the 20`h century. It then states the purpose of the study and the 
methodology used in the study. The introduction ends with a description of the 
thesis organisation. 
1. The Significance of the Study of Saudi Poetry 
The significance of the study of Saudi poetry in the last quarter of the 20' century, 
will be obvious and persuasive when the reasons which led up to the study, and the 
cultural social and intellectual aspects are explained. 
It is believed that studying Saudi literature, in general, and Saudi poetry, in 
particular, is very important since the society in Saudi Arabia has witnessed massive 
and significant changes and transformations, which enabled it to move from the 
desert life to a modern life within a few decades. These changes and transformations, 
which are unprecedented in nature and scale, are felt not only in the apparent 
economic and materialistic aspects, but also in the intellectual, cultural and social 
spheres. Some factors, as will be described in Chapter One, assisted the social 
changes in the society, such as the creation of a political entity by Ibn Su9id, the 
discovery of oil, openness to the outside world and the creation of strong cultural 
connections with it, not to mention the period of globalisation, which has started to 
influence society in many aspects, economically, culturally and intellectually. 
It is apparent that literature, in general, and especially poetry, in Arab societies, 
reflects the features, concerns and interests of society. Saudi poetry, in the selected 
period, underwent a significant transformation, which was associated with various 
levels of conflict in Saudi society. These conflicts, which varied in their goals, 
methods and strength, were waged between conservatism, represented by the Islamist 
and conservative trend in general, and modernity, represented by the modernist trend 
and the adherents of social and intellectual change in general. Saudi poetry, in the 
selected period, played a crucial role in representing these trends in the country, 
which influenced both form and content, a fact that prompted this study to 
investigate some important poetic phenomena in Saudi poetry in the selected period. 
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Considering the many huge changes in Saudi society and the vital role of Saudi 
poetry in adopting, reflecting and expressing social and cultural trends through poetic 
phenomena, the significance of studying Saudi poetry in this period is evident. 
Especially there is need for a study that considers comprehensively the structure of 
the society and describes not only the role and impact of poetry in these changes, but 
also its interaction with them and the way it was influenced by them. 
It order to achieve that, the thesis focuses upon the poetic phenomena in Saudi 
poetry and pays attention to the structural and the stylistic features in the poems 
representing a phenomenon at the same time, in order to give a whole picture of 
Saudi poetry based on joining the structural and stylistic details in a poem with the 
general features of Saudi poetry, i. e. the poetic phenomena. 
2. The Purpose of the Study 
The purpose of this study is to analyse Saudi poetry in the selected period within its 
variety of dimensions and holistic contexts. The Fugitive Meaning Approach, which 
will be discussed in Chapter Three, is suggested to achieve this goal. The analysis is 
based upon investigating the structural and stylistic details of each poem in relation 
to the general poetic phenomena of Saudi poetry. The reason for this is to identify 
the extent to which Saudi poetry is influenced not only by the events and 
circumstances in the selected period itself, but also by the accumulated historical, 
cultural and social experiences before the selected period, and to identify the impact 
of Saudi poetry on the intellectual and social phenomena in Saudi society, in order to 
put Saudi poetry in its proper context among the movement of social changes taking 
place in Saudi society. 
3. The Selected Period 
The last quarter of the 20`x' century is selected to be the period in which Saudi poetry 
will be investigated in this study, because it is the most important time so far in Saudi 
poetry, as will be explained in Chapter Two, in terms of the level of social interaction 
with poetry, level of public and elite awareness, the involvement of poetry in social 
conflict in the country and the discovery of oil, whose influence has appeared clearly 
in many aspects of Saudi society and people. 
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4. Methodology of the Study 
The methodology, which will be followed in this study, is the descriptive and 
analytical approach. Therefore, this study is based upon classifying Saudi poetry into 
poetic phenomena, which enables the present researcher to identify the historical, 
cultural and desert influences on Saudi poets, as well as Saudi poetry. As will be 
mentioned in Chapter Five, the first four poetic phenomena in Saudi poetry will be 
studied by analysing fourteen poems representing the four poetic phenomena, which 
constitute the last four chapters in this thesis, i. e. chapters five to eight. 
The descriptive method is represented in not only classifying Saudi poetry into poetic 
phenomena according to its poetic aspects, such as the employment of popular 
heritage, the poetry of affiliation, the poetry of conflict and the use of poetic 
vagueness, but also breaking each phenomenon into various sub-phenomena. Each 
sub-phenomenon is represented by a specific poem, in order to highlight the main 
poetic aspects of each phenomenon. In addition, the descriptive method will be used 
in giving an overview of each sub-phenomenon by explaining how a poem represents 
the sub-phenomenon. 
The analytical method will be employed in analysing the poems, representing the 
sub-phenomena, according to the Fugitive Meaning Approach, discussed in Chapter 
Three, which is derived from Structural Stylistics, as a linguistics background, and 
Creative Thinking, as a means of thinking in analysing literary texts. Each poem will 
be investigated as one unit, which means the content and the artistic features, such as 
content, emotion, experience, the language (lexis and syntax), images, rhythm and 
rhyme, will be analysed together to produce a comprehensive study (structural study) 
supported by all of them, in the light of the sub-phenomenon itself. 
Considering what has been said above regarding the significance and the purpose of 
the study, it is very important that the study should be comprehensive and holistic, in 
order to be able to cover as many dimensions and issues of the Saudi poetic milieu 
and poetry, as possible, to put Saudi poetry in its proper context, in terms of its 
environment and culture, and its structural and stylistic aspects. To achieve this, four 
methods, regarding the Saudi poetic milieu, poetry and poets, have been adopted. 
First, a specific approach, derived from Structural Stylistics, as will be studied in 
Chapter Three, has been developed according to the systems of creative thinking, 
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which is based on analysing and enhancing the human being's capability in being 
creative in investigating the communication process, generally, in terms of both its 
deep level, influenced by personal or cultural beliefs and values, and its superficial 
level, influenced by the language, body language and the current state during the 
period of making the communication process, whether it is in writing or speaking. 
The deep and superficial factors influence both the addresser and the addressee, in 
the communication process, in terms of the type of expectation, the level of 
acceptance and the level of interaction between the two parts of the process. 
In other words, the approach aids the critic to think creatively in analysing literary 
texts, as an elusive and complicated part of human communication. Thus, the 
approach is an essential method in performing the analytical part of this study, which 
is contained in chapters five to eight. In addition, the approach enables the critic to 
be creative not only in analysing and putting the historical, psychological and 
linguistic details of the text in their proper analytical context; according to his/her 
view, but also authorises the critic in bringing together the differences and 
similarities in a text, the poet's life, culture, etc. to produce a creative critical analysis, 
which represents the critic's own view of the text. 
Second, Saudi poetry will be classified into poetic phenomena and will be studied in 
the light of their influence on Saudi poets and the nature of the poets' interaction 
with them, rather than studying a group of verses or individual verses extracted from 
their poetic contexts within the poetic milieu in Saudi society. The analytical part of 
the thesis is organised in a hierarchical method, which starts from studying Saudi 
poetry within its historical, cultural and desert contexts, selecting four poetic 
phenomena in the light of Saudi poetry's background, selecting some sub-phenomena 
under each one of these four phenomena, selecting a poem representing the sub- 
phenomenon and analysing the content, structural and stylistic detailed features, not 
only in the poem's context, but also in the contexts of the sub-phenomenon and the 
phenomenon, considering its historical and cultural dimensions. 
Third, each poetic phenomenon has some poetic sub-phenomena, each represented 
by a complete poem, which means that a poem will be investigated as one unit, as it is 
a complete work in terms of its hidden and superficial aspects, rather than the 
traditional dimensions between thematic and artistic analysis, or studying each 
feature, i. e. poetic experience, emotion, content, language, image, rhythm, rhyme etc., 
separately. 
Fourth, the analysis itself will be organised in a cohesive unit, especially for a stanza, 
in order to engage the reader in a holistic analysis of the poem, taking care not to 
interpose anything, which may prevent the reader of a stanza or a poem from 
understanding it within its holistic context. In other words, the third and the fourth 
methods are made not only to keep the analysis united, but also to enable the critic to 
produce another creative text besides the original one. For this reason, words, 
phrases and lines of poetry are quoted directly in the analysis, rather than referring 
the reader to the stanza by numbering the verses, to assist the understanding of the 
meaning. 
S. Organisation of the Thesis 
This thesis comprises eight chapters in addition to an introduction and a conclusion. 
Chapter One describes the historical and cultural background of Saudi Arabia. After 
explaining the first and the second Saudi states in the Arabian Peninsula in the 18' 
and 19`h centuries, it discusses Saudi Arabia in the 20`h century by dividing its modern 
history into five stages: establishment of the political entity, establishment of the 
basic institutions, social interactions with governmental policies, economic growth 
and a stage of stability. 
In Chapter Two, the stages of literary evolution in Saudi Arabia are described. Three 
literary stages are identified: Neo-classicism, Romanticism and Modernism. After a 
discussion of the history of Modernism in the Arab world, in general, and in Saudi 
Arabia, in particular, analysis is presented of the features of the stage of Modernism. 
These include a revolutionary spirit, vagueness, conflict and poetic renewal, which 
contains poetry composed according to the manner of Shir al-Tafdah (Free Verse) 
and Qacidat al-Nathr (the Prose Poem). 
Chapter Three represents the theoretical part of this study. It discusses the Fugitive 
Meaning Approach, developed by the present researcher, which is derived from 
Structural Stylistics, as a linguistics background and Creative Thinking, as a means of 
thinking in analysing literary texts. It gives a brief introduction to linguistics and 
discusses Stylistics, with some of its features, such as foregrounding, deviation and 
parallelism, and Structuralism, before. discussing Structural Stylistics. After explaining 
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the principles, devices, fields and stages of creative thinking, the Fugitive Meaning 
Approach is described, in detail, as well as its originality and connections with other 
theories. 
Chapter Four is a literature review. This chapter investigates issues relating to the 
employment of heritage, in terms of its definition, significance and the employment of 
myth, symbol, popular heritage, historical characters, events and texts, and the 
intertextuality with heritage. It reviews empirical studies of Saudi poetry in terms of 
the artistic features, such as language, structure, intertextuality, image and rhythm. In 
addition, after reviewing studies of the intellectual attitudes in Saudi poetry, such as 
the modernist, feminist, Islamist and the pan-Arabist attitudes, it examines studies 
regarding the transformations of the poetic movement, and the relationship between 
Saudi poetry and Saudi society. Finally, the features of the literature are summarised. 
After giving an introduction to the analytical part of the thesis, which includes 
chapters five to eight, and stating the four poetic phenomena covered in this study, 
Chapter Five investigates the phenomenon of the qualitative employment of "popular 
heritage" in Saudi poetry in the selected period. It analyses four sub-phenomena in 
four poems: the function of popular poetry as an expression of extreme 
disappointment: a study of "A Cloud for me and a Blouse for her Charm" by 'Ali al- 
Dumayni; the employment of conflict in popular stories: a study of "A Neglected Note 
from Dubäs to his Father" by Salad al-IIumaydin; consolation in the employment of 
local spirit, "the land": a study of "Olympiad of the Body" by Jäsim al-Suhayyih; and 
refusal in the employment of local spirit, "the values": a study of "A Page from a 
bedouin's papers" by Mulhammad al-Thubayti. 
Chapter Six discusses the phenomenon of affiliation and the domination of anxiety 
by analysing four sub-phenomena in four poems, which are: the difficult equation 
between the past and the present: a study of 'Time of Struggle" by cAbdullah al- 
Rushayd; the superiority complex: a study of "Oh Rust, I Sip You" by `Abdullah al- 
Zayd; a unique vision of the relationship between self, lover and the homeland: a 
study of "You are for me, and we and the Letter for the Homeland" by Abmad al- 
Sälih (Musafir); and the irony of instructions: a study of 'There is a Mosquito in Your 
Excellency's Nose", by Muhammad al-Mansur. 
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Chapter Seven studies Saudi women's poetry. It discusses the position of Saudi 
women and the inevitable conflict by analysing three sub-phenomena in three poems, 
which are: the struggle of persuasion: a study of "Where is the Direction of the 
Trees? " by Thurayyä al cUrayyid; the internal conflict for psychological steadfastness: 
a study of "The Pearl of the Difficult Evening" by Latifah Qäri; and the emotional 
conflict for love: a study of 'The War of Crescents" by Ashjän al-Hindi. 
Chapter Eight includes a study of two prose poems. It discusses the phenomenon of 
vagueness and the adventure of distinction by analysing three sub-phenomena in 
three poems, which are: the subconscious intermixture between the memory of the 
past and the feelings of the present: a study of "Stupor" by 'Abdullah al-Khashrami; 
narrating poetry: a study of "Livelihoods" by Fawziyyah Abü Khälid; and the duality 
of decision: a study of "A Workshop of Flowers" by Muhammad al-Dumayni. 
The thesis ends with a Conclusion, in which the main features of Saudi poetry in the 
selected period are highlighted and suggestions are offered for further research. 
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Chapter One 
Historical and Cultural Background 
1.1. Introduction 
This chapter discusses the historical and cultural background of Saudi Arabia, in 
order to understand the country today and, consequently, Saudi literature in general. 
The aim of this chapter is to draw a general image about how modern Saudi Arabia 
transformed from a desert life to modern life. This will be done in three sections as 
follows: firstly, the Arabian Peninsula in the 18th and 19`h centuries; Secondly, Saudi 
Arabia in the 20`' century with its stages of evolution; and thirdly, the conclusion to 
the chapter. 
Although some details, such as events, dates and figures, in this chapter may seem 
irrelevant to literary studies, they are essential in this study, since its focus is on the 
phenomenal analysis of Saudi poetry, taking into account its historical and cultural 
content. Before explaining the three sections, it is essential to give general 
information about Saudi Arabia, the significance of giving a historical and cultural 
background in literary studies and ,a summary of a variety of changes that took place 
in the country in the transformation period during the second half of the previous 
century, which includes the selected period of this study. 
Saudi Arabia is located in the extreme south-western part of Asia, and covers about 
eighty percent of the Arabian Peninsula. When it was consolidated by King eAbd al- 
CAziz in 1932, with an area of 2,250,000 Kms, it combined five main districts, namely, 
the Middle region (Najd), the West (al-IIijäz), the South (, Asir, Jäzän and Najrän), 
the North (Hail, al-Jawf and Tabük) and the East (al-Hasä and al-Dammäm). 
Moreover, four major residential types existed in the country: bedouins 60%, semi- 
bedouins 15%, villagers 20% and townspeople 5% (Al-Banyan, 1980: 1 and al- 
Akeel, 1992: 3). As a result, there were big differences, which to some extent still 
prevail, between these regions and types of people in terms of customs, conventions, 
life difficulties, level of awareness and level of literacy or education. 
It is generally agreed that changes in politics and way of life, as well as social and 
environmental characteristics, have a crucial role in shaping the character of a 
society. Hence, it is interesting when studying literature to take these aspects into 
consideration during the process of analysis. As mentioned above, most of the 
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population in the early years of the Kingdom lived in the desert and villages. For 
centuries, they had lived in poverty and ignorance, and there were frequent 
skirmishes and battles between contending tribes and clans. The severity and 
harshness of desert life, and competition for the means of subsistence needed a level 
of strength and harshness that equalled, at least, the intensity and strength of the 
desert. For this reason, it is widely, accepted that this type of life will undoubtedly 
affect people's concepts, principles and behaviour and their criteria for acceptance 
and rejection, as well as their disposition for change and evolution. 
People in the Arabian Peninsula in the beginning of the last century were in a state of 
political anarchy, fighting each other at both personal and tribal levels. Further, they 
not only underwent the difficulties of life in terms of living in tents or clay houses, 
scarcity of food or drink and illiteracy, but also thousands of them died of famine and 
illness every year. 
However, Saudi Arabia has witnessed an immense transformation especially during 
the last thirty years, which includes the selected period of this study, due to many 
factors but predominantly the discovery of oil. Consequently, there is a huge 
difference between life today and that at the beginning of the last century. People in 
Saudi Arabia today, not only live as one political entity, with one nation and identity, 
but are provided with humane services such as schools, universities and hospitals 
that educate and care for them and their children, as well as creating jobs. Moreover, 
the country has jumped from poverty to wealth. Not only has a satisfactory level of 
sustenance been achieved and the rate of illiteracy decreased to 16 %, ' but people run 
their own businesses, exporting food and fruit as well as travelling around the world 
for studying and tourism. In addition, Saudis have entered the technological war for 
the first time and opened themselves to the world through the satellite. Both social 
and environmental characteristics, as well as these changes and transformations, have 
created many new concepts and principles in people's minds during the last thirty 
years, and may be responsible for creating conflict in the country. As a result, many 
new phenomena appeared in literature during that time. 
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1.2. The Arabian Peninsula in the 18' and 19' Centuries. 
1.2.1. Introduction 
Apart from the contemporary period, life in the Arabian Peninsula was generally 
harsh, particularly during the last few centuries, for several reasons related to 
ignorance, penury, illness and political anarchy. According to Lackner (1978: 74) 
illiteracy in Saudi Arabia was almost 100 per cent at the time of Aramco's arrival, i. e. 
in the early 1930s. That was particularly obvious among nomadic tribes. As for rural 
people, they benefited from the Kuttäb, where young children were taught to 
memorise the Holy Qur'än and sometimes acquired literacy in the process. Moreover, 
mosques provided education for adults, but again, this focused on the Holy Qur an 
and its interpretation. Although the holy cities of Makkah and al-Madinah attracted 
a larger number of students, the teachers limited themselves to the study of Islamic 
law (al-Shari2 h), and totally ignored all other subjects. 
With respect to penury, life depended on camels and sheep in the desert and a very 
simple agriculture, palm trees in particular, in oases and villages. Both types of life 
were reliant on rain, which is generally scarce. Therefore, in 1826-27 people died of 
famine, resulting from a drought in Sudayr and al-Qasim. Ibn Bishr describes the 
catastrophe, in which so many people died that they could not be buried in the 
proper time. Many children died in mosques, where their sick parents had taken 
refuge, hoping that someone would help them. Animals starved to death, finding no 
water or fodder (1999: 219). Another famine was experienced in 1871-72, as reported 
by Ibn °Isä (1999: 62), during which people in Najd ate carrion, leaves and anything 
they could finde. 
People in the Arabian Peninsula dealt with illness by taking herbs as medicine, or by 
cauterisation. Consequently, epidemic diseases spread rapidly among people and 
animals. As Wellsted (1838: 253) states, in 1828-29 a cholera epidemic broke out in 
Najd and then in Makkah in 1831. It spread among pilgrims, killing some 20,000 of 
them. One half of this number was from Najd and one third of it was from the Syrian 
caravan. In addition, there was an unknown epidemic that spread among people in 
Najd and al-Hasä, in 1921 called the year of mercy (Sant al-Ralvnah), in which 
many people died and several houses were completely closed (Al-Jadhälin, 
1992: 250)3. 
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Until the modem Saudi state and modem Gulf states emerged in the region, tribal 
chieftaincy was the most common form of political organisation in the Arabian 
Peninsula, whether among the nomads in the desert or peasants in the oases, from 
pre-Islamic times to the 20' century. With regard to the nomads, winter was spent 
travelling through the desert regions in search of the short-lived grazing within their 
traditional territory, and summer was spent near a permanent water hole or an oasis, 
if they had relations with the villagers, to exchange animal products for agricultural 
produce and handicrafts. 
Because of the weak power of the chieftaincy, the bedouin tribes were in a state of 
almost perpetual war against each other, usually for water wells and holes or 
pastures. Furthermore, they regularly raided their neighbours and their most 
frequent target was livestock. Besides, although the leader of the tribe (the Shaykh) 
had no actual authority over the members of his tribe, he sometimes led them to 
attack other tribes. 
Apart from Makkah and al-Madinah, the rest of the Arabian Peninsula was entirely 
ignored, not only by the Ottoman Empire during its rule of the Islamic world (from 
the 16th to 19`h centuries), but also by all Islamic-Arabic states i. e. the Umayyad, the 
Abbasid and Fatimid states, prior to the Ottomans. As a consequence, people suffered 
from a very insecure life and lived in political anarchy. In these circumstances, the 
environment was conducive to the growth of superstition. It has been observed by 
Hopwood (1982: 25) that by the beginning of the 18th century, religion had sunk in 
the Arabian Peninsula. Religious observance was slack, even the prayers were not 
observed in some areas, and much credence was given to the power of `holy' trees and 
the tombs of saints and various other talismans. In Islam, such practices are regarded 
as polytheism (Sh. irk) or heresy (Bid'ah). In some people's parlance, therefore, this 
period is condemned as a dark age, which was mainly in a state of religious ignorance 
(al-Jähiliyyah)4, that is, a state equivalent to the lack of belief which prevailed before 
the mission of the prophet Muhammad (peace be upon him). 
In order to understand Saudi Arabia today, it is necessary to study the Wahhäbi 
movement (al-Harakah al-IcJä iyyah if Najd), which marked the start of modem 
Saudi Arabia. The Wahhäbi movement was a reformative movement organised by al- 
Shaykh Muhammad Ibn cAbd al-Wahhäb (1703-92). Al-Farsy (1990: 20) points out 
that the movement was not a new sect; rather, the purpose of Ibn `Abd al-Wahhäb 
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was to strip away deviations and re-establish Islam in its pure form, with a return to 
the ways of the Prophet and the first generations of pious Muslims, known as al-Salaf 
al-Sälih. 
As mentioned by Ibn cAbd al-Wahhäb himself (1970: 3-7 & 1996: 15-19), absolute 
monotheism (Tawlhrd) is one of the most fundamental principles of the Wahhäbi 
movement. All signs of polytheism, such as the building of mausoleums, the worship 
of tombs and trees, and asking for intercession from anyone but Allah, are 
unacceptable as contrary to the principle of monotheism. It is important to note that 
although the Wahhäbi movement followed the Hanbali School in Islamic law, it 
concentrated on the Islamic creed (al-Agidah) more than Islamic jurisprudence (al- 
Figh). 
In 1744, Ibn cAbd al-Wahhäb left his hometown to al-Dir`iyyah village, which was 
ruled by Ell-Su9 id. There, he struck up an alliance with the ruler Muhammad Ibn 
Suc5d. Their alliance had a purpose. In order to spread his teachings among the 
tribes, Ibn cAbd al-Wahhäb needed power and men, which he sought from 
Muhammad Ibn Suc5d. The movement developed rapidly throughout Najd. Both Ibn 
°Abd al-Wahhäb and Ibn Sucüd succeeded in fulfilling their aim and the union of 
ideology and military force led to the birth of the Saudi State in its first period. 
1.2.2. The First Saudi State (1745- 1818) 
After their alliance in 1744, Ibn Sucnd concluded an agreement with Ibn CAbd al- 
Wahhäb, in which they undertook to defy and fight all powers for the sake of God 
and empire. Despite their initial agreement, Ibn Suc5d sought explicit assurance that 
Ibn cAbd al-Wahhäb would not ask him to forgo taxes on his subjects. The first five 
years of success brought the Wahhäbis in conflict with the leaders of al-I lasä, Najrän 
and al-Il lijäz, as well as the bedouin tribes. Except for a combined expedition made by 
the leaders of al-Hasä and Najrän, which ended with peace, there were no big battles 
in the time of Muhammad Ibn Su`üd until he died in 1765. 
When °Abd al cAziz succeeded his father, he started a Jihäd against the enemies of 
the movement. During the thirty years of Jihad, °Abd al cAziz's forces managed to 
pacify the Arabian Peninsula, including the Gulf region, IIadramawt and Tihämah5. 
As to the west, Safran (1988: 12) asserts that although the Wahhäbis waged a 
fifteen-year struggle with al-Sharif Ghälib, he subsequently. accepted Saudi 
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sovereignty, in 1803. Before the submission of al-Ilijäz, al-Shaykh Ibn °Abd al- 
Wahhab had died in 1792, but he left four sons and asked them to continue his work 
and consolidate the alliance with the Saudi dynasty. cAbd al cAziz died in 1803 and 
was succeeded by his son, Sucüd. In the course of Sul: id's period, Saudi forces reached 
Baghdad and south Damascus. The effective loss of the Holy cities to the Ottoman 
Empire and the progressive successes of the Saudi State threatened the former, 
which led al-Sultän Salim to appoint Muhammad CAli of Egypt as viceroy, to combat 
the Wahhäbis. After two years preparation followed by a fourteen-day siege, the 
Egyptian army stormed al-Madinah and captured it. In 1813, Makkah was entered 
without opposition and al-TT if fell soon after. 
Muhammad °Ali's second step was to destroy the Wahhäbi power and bring all the 
territories under his control. For this purpose, he sent his son Ibrähim Päshä to fight 
the new Wahhäbi leader, cAbdullah Ibn Sucüd. In April 1818, Ibrähim Päshä 
advanced on the walls of al-Dir°iyyah, the centre of the Wahhäbis. After a five-month 
siege, °Abdullah surrendered. According to Safran (1988: 14) °Abdullah was sent to 
Cairo, and thence to Constantinople, where he was beheaded. Ibrahim Päshä razed 
al-Dirciyyah and gathered some 400 members of the families of both AJ-Sucüd and A1- 
Shaykh, whom he deported to Cairo. 
1.2.3. The Second Saudi State (1823-1891) 
As reported by Vassiliev (1998: 162) many historians consider Turki Ibn cAbdullah, a 
grandson of the founder of the first Saudi state, to be the founder of the second Saudi 
state, because in practice he ruled Riyadh, south of al-Dirriyyah, independently from 
1823. Turki was killed in the mosque. Members of A1-Shaykh family elected Mishäri 
Ibn Su°üd, the ruler of Manfüliah village, as leader (Imäm). Within forty days, Faysal 
Ibn Turki mounted an insurrection and defeated Mishäri. A few months later, he 
brought some of Najd's villages under his control. But in 1838 the Egyptians 
"marched against Faysal, defeated and captured him, and sent him for detention in 
Cairo". (Safran, 1988: 15). 
In 1843, Faysal escaped from his jail in Egypt and established the golden age of the 
second Saudi state6. Even though the state was much smaller than the first one, it 
gained great acceptance in both internal and external affairs. In addition, Faysal not 
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only refrained from challenging the Ottoman Empire but also acknowledged the 
Sultan. 
Faysal had four sons: cAbdullah, Su'üd , Muhammad and AAbd al-Rahmän (the father 
of King cAbd al-°Aziz). During his lifetime, he nominated cAbdullah to succeed him. 
After °Abdullah's accession as a leader (ImiZm) in 1865, a strong conflict arose 
between the first three brothers'. When Suc5d captured Riyadh in 1871, cAbdullah 
asked the Ottoman authority in Iraq to help him against his rebellious brother. 
Midbat Päshä took advantage of the situation to send a powerful expedition that 
occupied the eastern province of al-Hass, as well as cAsir in the south of the Arabian 
Peninsula. This resulted in the arrest of cAbdullah by his nephews (the sons of 
Sucüd). 'Abdullah sent an appeal for help to Ibn Rashid (the ruler of I; Ia il), who 
entered Riyadh and took cAbdullah to Hä'il as a "permanent guest". The second 
Saudi state more or less came to an end after that action. In 1890, cAbd al-Rahmän 
(the youngest brother) defeated Ibn Rashid's forces in Riyadh with the help of 
powerful tribes hostile to Ibn Rashid. However, in the following year, Ibn Rashid met 
the rebels in the battle of al-Mulaydä and prevailed before cAbd al-Rahmän and his 
forces were able to join the battle. As a result, cAbd al-Rahmän left for exile in 
Kuwait. 
1.3. Saudi Arabia in the 20' Century (1902-present) 
1.3.1. Introduction 
In 1902, the first step towards establishing the third Saudi state was made by a 
twenty-year old son of CAbd al-Rahmän, named CAbd al cAziz (later known as King 
cAbd al cAziz), when he recaptured Riyadh in a surprise nocturnal raid with a force of 
forty men. His father returned from Kuwait to help his son to rebuild the defences of 
Riyadh and fortify the city to withstand conditions of attack or siege. A few months 
later, cAbd al eAziz advanced with a strong force on al-Kharj district. By the time he 
returned to Riyadh, his father had already dispatched expeditions into al-Washm and 
Sudayr districts. cAbd al cAziz reinforced and developed his troops and by June 1904, 
he had captured °Unayzah and Buraydah, the principal towns of al-Qasim, and all the 
western part of the vital province between al-Qasim and Ija il, the capital of Ibn 
Rashid. In 1913, the fighters of cAbd al `Aziz surprised the Turkish defenders of the 
fort of al-Hafuf, the capital of al-Hasä (Safran, 1988: 31)8. 
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Before beginning new campaigns against Hä'il, °Asir and al-Hijaz, cAbd al cAziz 
convened an assembly of the Najd's nobility, tribal and religious leaders, who decided 
to enhance the state's international status by naming the AmirSultän of Najd and its 
dependencies. In 1921 eAbd al °Aziz advanced on I1a il and after a two-month siege 
the gates of the city were opened to him. With regards to 'Asir, al-Amir Hasan Ibn 
Ali became an independent ruler when the Turkish left the region after the First 
World War. When a delegation was sent by some tribes from cAsir to 'Abd al °Aziz to 
express their loyalty to him, the latter sent Ibn Julawi to the cAsir mountains in 1920. 
Al Amir Hasan was defeated at the approaches of Abhä, the capital, and Ibn Julawi 
occupied the territory up to the area governed by al-Idrisi. 
As to al-Ilijäz, the passionate desire of cAbd a1 °Aziz and al-Ikhwi to conquer al- 
Hijdz was formidable, especially since they were not allowed to perform the 
pilgrimage (al-Hai). Vassiliev mentions (1998: 261) that 'Abd al °Aziz convened the 
leaders of al-Ikhwän in Riyadh to discuss the conquest of al-Hijäz. As a result, al- 
Ikhwin entered al-T5'if on 5 September 1924, and one month later they entered the 
holy city. Meanwhile 'Abd al °Aziz left Riyadh for Makkah and convened the al- 
Hijaz's nobility to reassure them and tell them about his programme for al-Hijäz. The 
capture of Makkah was followed by the fall of several coastal towns north and south 
of Jeddah. The latter was entered in early 1925, and al-Madinah (the second holy 
city) was captured later in the same year. 
From the capture of Riyadh in 1902 until "the formal foundation of the Kingdom of 
Saudi Arabia on 23' of September 1932, when a majority of the world powers 
recognised the sovereignty of the new nation" (Al-Farsy, 1990: 19), the Arabian 
Peninsula was the scene of a thirty year battle1°. The new state devoted great efforts 
to overcome the effects of ignorance, poverty, disease and political anarchy in the 
Arabian Peninsula in general and in Najd in particular. 
1.3.2. Stages of Evolution of Modem Saudi History 
It is true that the discovery of oil has played a vital role in the making of the modern 
Saudi Arabia, but other important factors cannot be ignored. Among these, four will 
be studied through the discussion of stages of evolution, namely, external 
communications and interactions, education, the mass media and economic factors. 
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Since King °Abd al °Aziz recaptured Riyadh in 1902, Saudi history can be divided into 
five stages: firstly, establishment of the political entity (1902-1932), secondly, 
establishment of the basic institutions (1932-1960), thirdly, social interactions with 
governmental policies (1960-1975), fourthly, economic growth (1975-1990) and 
finally a stage of stability (1990- now). For each of these stages, some details and 
figures will be given to draw a full picture by clarifying, in general, the fluctuation 
that has taken place, in modern Saudi history, in terms of both national and personal 
income and its influence on people's level of awareness and concepts, in spite of a 
steady general increase in terms of education and the affairs of modern life in general, 
which will be helpful in understanding the historical and cultural accumulations 
behind the poetic phenomena in Saudi poetry. The dates given are approximate, 
although the rationale for choosing these dates will be explained in each stage. 
1.3.2.1. Establishment of the Political Entity (1902-1932) 
This stage covers about thirty years of combat, which were undertaken to establish 
the political entity of Saudi Arabia. It commenced with the recapture of Riyadh in 
1902 and came to an end in 1932 after the consolidation of most territories in the 
Arabian Peninsula under the name of the Kingdom of Saudi Arabia. Even though 
King °Abd al °Aziz was preoccupied with the conquest of towns, leading battles, 
pursuit of rebels and running the Kingdom's affairs, he paid attention to the internal 
political system and educational development, especially in al-II Iijäz". 
After appointing his son Faysal as viceroy of al-I Iijäz in 1926, King cAbd al cAziz set 
up the first ministry in the country, namely, the Ministry of Foreign Affairs, in 1930 to 
conduct communication with foreign countries (Al-Sunaydi, 1990: 102). Moreover, the 
King created the advisory council (Majlis al-Shfraý, which consisted of Prince Faysal 
as viceroy, four of his councillors and six representatives of the al-Hijäz's nobility. 
Regarding the power given to the council, Maghribi (1982: 67) says that the 
councillors were consulted about most of the country's affairs. In the absence of a 
ministerial system, they studied issues and sometimes made decisions on them. 
Besides the advisory council, there was a group of councillors around King °Abd al- 
cAziz, brought from Egypt, Syria and Iraq. Among the king's advisors was an Iraqi 
called cAbdullah al-Damlüji who had come in 1915 as a physician and medical expert. 
He was appointed the king's personal representative in Jeddah and then he became 
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deputy minister of foreign affairs until 1930. He was succeeded by Fu'äd Hamzah, 
from Palestine, who worked in the Ministry of Foreign Affairs until his death. When 
Yüsuf Yäsin came from Syria in 1924, he was appointed as the king's political 
secretary, before being made minister of state. He was responsible for correspondence 
with Saudi representatives abroad. For education, an Egyptian, I; Iäfiz Wahbah, was 
the director of the education department and then an ambassador to London. In 
addition, two Syrian scholars, Khayr al-Din al-Zirikli and 'Abd al-Wahhäb °Azzäm, 
worked to set up the education system. As to the religious leadership in al-Hijäz, the 
King invited al-Shaykh cAbd al-Zähr Abü al-Samte from al Azhar in Egypt in 1930 to 
be the Imam of the Holy Mosque in Makkah12. According to Vassiliev (1998: 296), in 
1929 the Saudi government invited Mr Van Li, a Dutch financial expert, to put the 
state's finances in some sort of order. In addition, to develop agriculture, as al-Farsy 
(1990: 97) mentions, Mr Twitchell, an American geologist, was brought in 1931 to 
seek water sources in the desert. He did not find water, but he found oil, especially in 
the Eastern Province. Apart from consolidating the country, the establishment of the 
advisory council and drawing on expertise from abroad were the most important 
factors in this stage and they laid the foundation for almost all the systems of 
administration in the country. 
Also in this stage, the General Department of Health was set up in 1925 and began 
expanding its authority and functions. In 1927, the General Directorate of Finance 
was founded in Makkah. Before planning to spread education among people, in the 
1920s, the King built more than 122 villages'3 (Hijar) near towns, for settlement of 
nomads, to bring them under control and place them in a proper environment for 
education. As for education itself, al-Bacädi (1982: 63) mentions that the first 
Directorate of Education was formed in 1926 in order to create a system of 
government-supported education. By the end of this period, the number of schools 
had increased from four to fifteen. In addition, overseas missions started in 1927 
when the advisory council took the decision to send fourteen from al-Hijäz's students 
to Egypt for teacher training, and to study law, mechanics, agriculture and medicine 
(Hijäzi: 1983: 23). 
With reference to the press, besides the Turkish and Hashimit newspapers, there 
were two newspapers in this period founded by al-IIijäz's nobility. Al-Shämikh 
(1981: 149) has pointed out that Umm al-Qura414 was the first newspaper in Saudi 
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Arabia, published by the government in 1924, and $awt al-H#äz's was established by 
Muhammad Nasif in 1932. Further, there was al-Is] ,M magazine published by Hamid 
Fgi16 in 1928. Regarding the economy during this period, it largely depended on 
religious tax (al-Zakäh). 
From this overview, it would appear that the country was in the early beginnings of 
founding a basic administrative system. Modem education and the press developed in 
al-Hijaz faster than elsewhere in Saudi Arabia. Therefore, people in the rest of the 
country were still in a state of primitivism in terms of education, economy and their 
lifestyle as a whole. 
1.3.2.2. Establishment of the Basic Institutions (1932-1960) 
After the consolidation of the country, the King and his advisers, including the 
advisory council, were entirely engaged in developing the country and its population. 
For that reason, a new stage was started, not only to concentrate on the 
establishment of basic institutions and their systems but also to activate programmes 
practised in al-I lijäz and spread them through the towns and villages. This stage was 
led by King cAbd al cAziz until his death in 1953, and then by King Sucüd, until King 
Faysal took over the throne in 1960 because of the illness of King Sucüd. 
To begin with, the government invited the International Bank for Reconstruction and 
Development in 1959 to study the economic and administrative issues in the country. 
Apart from creating the Planning Council and the Institute of General Management 
in 1960, according to the International Bank's advice, the government made an 
agreement with the American Ford Institution in 1963 to build administrative 
institutions in the country. Consequently, the directorates and departments that had 
been established formerly were re-established and ten ministries" were created 
within this stage18. Overall, eleven organisations were established by the end of this 
stage, relating to various services19. 
With respect to the population, it is generally recognised that the number of nomads 
decreased rapidly in the 1950s and the 1960s, as a swift reaction to the settlement 
policy. Moreover, the development of towns improved water supplies, and facilitated 
the provision of basic foodstuffs and all other basic needs to enable nomads to change 
their lifestyle (Vassiliev, 1998: 421). As a result, 61.7 % of Aramco employees in 1952 
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were Saudis, according to Niblock (1982: 97). They were employed as guides, drivers 
or unskilled workers. 
With regard to education, thousands of foreign teachers were invited, especially from 
Egypt and Syria 2", and also missions were sent regularly every year to Egypt, Syria 
and Lebanon from 1942 onwards (Hijgzi: 1983: 23). Furthen-nore, in 1936 the School 
of Missions Preparation was set up as well as the Saudi Institute in Makkah. For 
religious studies D. Tj- aI-Tawt2id was founded in al-TTif in 1944 and in 1949 the first 
college for Islamic law studies was set up in Makkah. A religious institute was 
established in Riyadh in 1950 and a college of Islamic law in 1952. According to 
ljijdzi (1983: 21) the Directorate of Education started with four schools in al-Ijij5z 
and by the end of 1952 it had 316 schools across the country. Besides that, a night 
school for teacher training was established in 1950 'to train people for teaching, 
especially in Riyadh. After the establishment of the Ministry of Education in 1953, it 
was suggested that a university be created 2'. Five directors of universities were 
brought up from Egypt, Syria, Lebanon, Sudan and Iraq and assembled to set up the 
university, in line with other Arab universities. It was named the King Su, Fld 
University and started with 21 students in 1957. As early as 1983 it had fourteen 
colleges and departments (AI-Zaid, 1983: 5). 
Following Mr Twitchell's discovery of oil in the Eastern Province, a new era began in 
the history not only of Saudi Arabia but also of the Arabian Peninsula as a whole. 
Although oil became a new important resource in the national economy, it was not 
the crucial factor for the development of the country and its population until the 
early 1970s. 
In 1934, a first modest budget was issued. According to Vassiliev (1998: 305) the 
expenditure was fourteen million Saudi Riyals (S. R. ) and the revenues were close to 
the same figure. The main source of revenue was the pilgrimage tax, followed by 
concession payments by the oil companies, proceeds from gold mines and al-Zakäh. 
As regards the press, Amin B. (1972: 113) states that there were seventeen 
newspapers and magazines published in this stage, such as al-Marshal magazine 
issued by cAbd al-Quddüs al-Ansäri in 1936 and al-Madinah newspaper, which was 
the first newspaper in al-Madinah al-Munawwarah, issued by `Ali I Iäfiz in the same 
year. The first magazine published outside al-Hijäz region was al-Yamämah 
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magazine in Riyadh issued by Hamad al-Jäsir22 in 1953. In the following year al- 
Juhaymän issued Akhbär al-Zahran newspaper. Before Ibn Khamis23 issued al- 
Jazirah magazine in Riyadh in 1960, Tähir ZamakhshariZ4 issued the first magazine 
for children. According to al-Farsy (1990: 242), Saudi broadcasting was started in 
1948 from a small station in Jeddah. The station's output was restricted to news, the 
Holy Qur'an and literature. 
1.3.2.3. Social Interactions with Governmental Policies (1960-1975) 
External communications and influences were one of the main factors in this stage, 
represented by two types of impacts: firstly, that of foreign teachers and employees in 
schools, hospitals, ministries and companies, and secondly, that of involvement in 
Arab crises. Al-Hijäz was particularly affected by external influences, mainly due to 
geographical and religious factors. Yet in this stage, the rest of Saudi Arabia was no 
longer isolated from the outside world, especially with the new position of Saudi 
Arabia in the Arab world's, and the society could not escape external influences. 
Although oil was the main factor in external communication, at governmental level in 
particular, Arab crises and movements were a considerable factor in the interactions 
of the population, especially the educated elite, with the outside world. Newspapers 
and education institutions, on the whole, were preoccupied with Nasserism after the 
Egyptian-Syrian union in 1958, as well as the movement of Pan-Arabism in the 1960s 
and the 1970s26. In addition to the Arab-Israeli conflict since 1948 and the two wars 
in 1967 and 197327, which concerned not only Saudis but also all the Arabs, the 
Saudi elite was strongly supportive of the war of independence in Algeria. Pan- 
Arabism, as a spirit, and Arab crises, as events, dominated Saudi literature during the 
1960s and 1970528. 
On account of the rapid reaction to developmental policies, the government 
embarked on a series of Five Year Development Plans29 to exploit the large number of 
people interacting with governmental policies and to be more effective in dealing 
with them. These Five-Year Plans took into account every aspect of the countr 's 
economic, agricultural, industrial and commercial needs. The first Plan set out from 
1970 with general objectives of economic and social development including 
education, as well as the living standard and welfare of the people. As to economy, 
the main goal was to diversify the sources of national income and reduce dependence 
on oil by increasing the share of other productive sectors. 
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Thanks to the successful experience with Agricultural Development Fund, set up in 
1962, the government created a Credit Bank in 1971 and three funds in 1974, 
namely, Saudi Industrial Development Fund30, the Real Estate Development Fund31 
and the Public Investment Fund. Their main aim is to give interest-free and long- 
term loans to organisations and individuals32. 
In relation to the economy, the non-oil sector grew six-fold within five years. As a 
result, the country's dependence on oil reduced and a more broadly-based economy 
was created. According to al-Farsy (1990: 129), the non-oil sector's Gross Domestic 
Product was 47 million S. R. in 1975 whereas in 1970 it was only 7.5 million S. R. It 
would appear that the development of the non-oil sector was the first priority in the 
first Five-Year Plan (Al-Sallüm, 1986: 72 a). 
The social impacts of governmental policies were also evident in education, 
employment and migration from the desert to villages or towns. As regards education, 
large numbers of students wanted to enrol in schools for the first time. Because of 
this, the government had to increase the budget of the Ministry of Education by fifty 
five-fold during the decade from 1960 to 1970. According to the information given by 
the Ministry of Information (Saudi Arabia, 1971: 9) the budget was 12.8 million S. R. 
in 1960 and 664.6 million S. R. in 1970. The budget continued to increase, reaching 
1.2 billion S. R. by the end of this stage. 
In addition, the number of general education schools increased nine-fold, from 316 in 
1952 to 2949 in 1970. To achieve this rapid quantitative development, the country 
relied heavily on teachers from abroad; 77 % of teachers were non-Saudi, according 
to the Ministry of Education (Saudi Arabia, 1993: 104). Most of the schools were 
primary schools for children, or schools for combating illiteracy for adults. The 
number of students in 1970 was 547 thousand, not counting 808 students in local 
universities and 310 students in universities abroad33. In the field of higher education, 
five universities34 were established to give students the opportunity to continue their 
education. 
The General Presidency of Youth Welfare was set up in 1964 to perform a variety of 
functions outside the educational field. It ran twelve literary clubs, 98 sport clubs, 23 
youth hostels, fifteen organisations for Art, and nine theatres, as well as having 
responsibilities for organising various festivals, exhibitions and contests3i. 
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As to employment, the number of employees, excluding teachers and the private 
sector, had sharply increased by the end of this stage to reach 166 thousand 
compared to about forty thousand in the early 1960s (Al-Shagäwi, 1994: 95). 
Since the government built more than 122 villages (Har) in the 1920s for 
settlement of nomads, the number of settled people rose to five million in 1974 out of 
a total population of seven million (Al-SaIltim, 1991: 18). 
In addition to the Ministry of Pilgrimage in 1961 and the Ministry of Justice in 1970, 
the Ministry of Informat ion was established in 1962 to control the interaction 
between the information given to people and the development plans (Al-Sallüm, 
I986: 326b). 
As early as 1963, an institutional press system was created to replace the existing 
individual presses. Hence, the thirty-three newspapers and magazines36 were 
integrated into eight institutions. Although circulation was small reaching fourteen 
thousand per day in some newspapers according to Amin B. (1972: 135), it reflects a 
good level of interaction between. the people and the press, bearing in mind the 
standard of education and the size of population in Saudi cities. As for television, the 
first transmission in the country took place in 1965 from stations in Riyadh and 
Jeddah, while the Radio Station in Riyadh was in its first three months of 
transmission (Al-Farsy, 1990: 243). Although this stage witnessed great social 
interactions with governmental policies in general, quantitative changes in terms of 
level of awareness were inconsiderable in contrast to the two following stages. 
1.3.2.4. Economic Growth (1975-1990)37 
Because the beginning of this stage is the beginning of the selected period of this 
study, it is very important to pay attention to the sudden jump, in this stage, in many 
levels of development, which caused a shock in both social and individual levels. 
While the sudden jump might be expected to influence the society positively, rather, 
it drew people to a dilemma, which is obvious regarding people's level of awareness 
in managing intellectual development and conflict. 
The economic boom was the most important factor in this stage, which had both 
beneficial and adverse effects on Saudi Arabia and its people, financially, 
intellectually, and in terms of level of awareness. 
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As a result of sharp increases in the price of oil starting in 197338, this stage was 
distinguished from the previous stages. According to information given by the 
Central Department of Statistics, government revenues had risen rapidly from 1973. 
Revenues had been 5.7 billion S. R. in 1969 and rose seven-fold by 1973. At the 
beginning of this stage, the revenues were 103 billion S. R. and reached a peak in 
1981 at 368 billion S. R. Thereafter, revenues decreased markedly and reached 76.5 
billion S. R. in 198639. 
On the other hand, the country's expenditure increased, also, during the period from 
1973 to 1981. As a result, the budgets of ministers, organisations, and even individual 
incomes, rose steeply by the end of 1980. 
During this stage, three Five-Year Plans were enacted, the second, the third and the 
fourth. Two fundamental guidelines were carefully delineated in the Second Plan 
(1975-1980). The first was the construction of large factories such as petrochemical, 
petroleum refinery, steel and iron, glass and aluminium complexes. The second 
concerned programmes of education and training. The Third Plan (1980-1985), 
focused on diversification of the economy into productive sectors (agriculture, 
industry and mining) which was considered essential for future economic prosperity. 
In the fourth plan (1985-1990), there was a strong focus in the diversification 
strategy on the development of producing activities, particularly manufacturing, 
agriculture and finance, and a clear emphasis on promoting private sector 
involvement in economic development (Al-Farsy, 1990: 152-160). As a result of the 
government's policies in the first plan to diversify sources of national income and 
reduce dependence on oil through increasing the share of other productive sectors, 
the Kingdom's Gross Domestic Productý non-od sector, reached its peak in this stage. 
From 7.6 billion S. R. in 1969, it had, by the beginning of this stage, reached 67.7 
billion S. R. and reached its peak in 1983 at 210.5 billion S. R. (Al-Farsy, 1990: 129). 
Much attention was paid to human development in terms of public service and the 
basic needs of the population. Therefore the governmentý led by King Kh5lid, in its 
first six months, established six new ministries related to public service, namely, the 
ministries of Public Works and Housing, Municipal and Rural Affairs, Industry and 
Electricityý Post and Telephones, Higher Education and finally Planning (Al- 
FarsyJ990: 50). 
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Since industry was the main goal of the government, eight light industrial cities, were 
created during the third plan in Riyadh, Jeddah, al-Damm5m, abQasim, Makkah and 
al-Ijasii with 2193 factories in 1989r'o. Also, when the Royal Commission for al- 
Jubayl and Yanbuo was established in 1975, a new era dawned in the two villages 
with the establishment of heavy industry. The twin cities are now strategic sites for 
hydrocarbon based and energy intensive primary industries. Development of the two 
industrial cities, al-Jubayl and Yanbuc, was the responsibility of three organisations: 
the General Organisation for Petroleum and Minerals (PETROMIN)41, Saudi Basic 
Industries Corporation (SABIC) and SAUDI ARAMCO. Through their activities, 
Saudi Arabia was expected to meet 5-6 percent of the world demand for 
petrochemicals42. 
SAUDI ARAMCO was formed when the kingdom nationalised the Arabian American 
Oil Company in 1980. From that time onwards, it became responsible for virtually all 
of the Kingdom's petroleum activities, from exploration to marketing. SABIC was 
established in 1976 with a capital of ten billion S. R. The extensive industrialisation 
programme undertaken by SABIC is considered a milestone in industrial 
development especially in viable basic, downstream and support industries which 
utilize the local resources of hydiocarbons and minerals as raw materials (Saudi 
Arabia, 1995: 25,34). 
In the education field, fifteen billion S. R. were earmarked for education in the 
beginning of the second plan, exclusive of the annual budgetý which rose to 16.3 
billion S. P, in 1980 and reached its peak in 1985 with a budget of 28.7 billion S. R. 
(cls5,1979: 13)43. The number of general education schools rose, during this stage, 
ftom 2949 to 16,476 and the number of students by the end of 1989 had reached 
three million (Saudi Arabia, 1992: 21). Also after the creation of the Higher 
Committee for Combating Illiteracy in 1975, a Twenty-Year Policy was started, with 
four stages, for teaching illiterates at night in permanent schools, as well as sending 
campaigns to villages and deserts to build three-month temporary schools". 
According to the Ministry of Education, the percentage of illiteracy, among people 
over fifteen years old, was 57 % in 1985 (Al-Salliim, 1991,3: 587). The number of adult 
students in Combating Illiteracy programmes in 1971 was about 42 thousand and it 
rose, in permanent schools, to 105 thousand in 1980 (D5ghist5ni, 1983: 159)45. 
Vocational education also expanded. Before the General Organisation for Technical 
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and Vocational Training was set up in 1979, there were 823 vocational education 
students but in 1990 the Organisation was responsible for 21 thousand students and 
ten thousand trainees, as well as 42 Vocational Education Institutes and thirty 
Vocational Training Centres. 
As for higher education, there were seven universities in 1990, including UMM al- 
QurW University set up in 1979, with 79 colleges and 122 thousand students (Saudi 
Arabia, 1992: 19). In addition, King cAbd al--ýAfiz City for Science and Technology 
CKACST) was set up in 1977, with the objectives of supporting, encouraging and 
implementing scientific research for applied purposes, coordinating the various 
activities of scientific research services and centres; and defining the national priorities 
and policies in the field of science and technology. In other words, its main tasks are 
to carry out programmes relating to research grants, planning for science and 
technology, scientific awareness, astronomy and geophysics, patents, natural and 
environment resources, remote sensing, information systems, petroleum and 
petrochemical industrial (applied studies), electronic and computer research, solar 
energy and manpower development. 
The number of students sent abroad on training and education missions increased 
steadily. The number of students graduating from universities abroad in 1975 was 
171 whereas it was 2800 in 1985 as result of the second plan for education. 
Moreover, according to al-Farsy (1990: 265) there were 8362 students in 1986 
studying in 23 countries around the world. 
Important development also took place in health care. The number of hospitals 
increased from 74 in 1970 to 254 in 1990 and the number of primary health care 
centres from 591 in 1970 to 3128 by the end of this stage (Saudi Arabia, 1992: 28). In 
relation to agricultural production, before 1970 the amount of wheat produced did 
not exceed three thousand tons but in 1970 production was 26 thousand tons and 
had increased a hundred and thirty nine-fold by 1989, to reach 3.6 million tons. 
Thanks to governmental policies and suppoM Saudi Arabia began to export, not only 
wheat but aM vegetables, fruitý poultry, milk, fish and livestock both to Arab 
countries and to Turkey, Malaysia, Indonesia, USA and some European countries 
(Saudi Arabia, 1992: 68-70). Regarding road networks, in 1970 total length of main 
roads was 5492 km and of agricultural roads 5610 km. These numbers rose to 20,106 
km and 17,543 km respectively (Saudi Arabia, 1992: 43). 
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With reference to the media, there were both quantitative and qualitative 
developments. By the end of 1990, more than 600 journals and magazines were 
issued by universities, colleges, ministries, organisations and research centres. As 
regards external communication, the country was bringing in thousands of foreigners 
per year as employees, workers, farmers and servants. When the students, who had 
studied abroad, returned with new visions and ideas, they were given high positions 
in ministries, organisations and universities, as well as chances to speak to people 
through the press. 
In the last two years of the third plan, the world oil market witnessed significant 
changes that adversely affected both the price and quality of oil produced by the 
Kingdom, thus resulting in a significant decline in total government revenues. Despite 
a continued decline during the fourth plan period, when the government revenues 
reac hed 133.6 billion S. R. in 1985 and declined further to 114.6 billion S. R. in 1989 
(Saudi Arabia, 1995: 74), the country was almost approaching completion of the 
infrastructure of the country, i. e. water supplies, electricity, roads, schools and 
hospitals etc. 
Indeed, people generally became rich in this stage compared to the past. They were 
fully engaged in improving their standard of living, housing and businesses. Although 
people witnessed the economic boom and subsequent decline, they did not face real 
problems until the end of this stage. However, despite the obvious positive phase of 
the economic boom, it has a clear negative phase too, relating to people's criteria of 
success and their attention to the quality of life. In other words, they generally 
ignored almost everything except money and lived a life of indulgence. Consequently, 
people were awakened by economic decline, which drove them to start discussing 
national, political, intellectual and futuristic issues. 
By the end of this stage, although a new generation had appeared with a completely 
different mentality compared to the previous generation, the changes, in some cases, 
were faster than had been expected. Change happened every ten years, so there were 
two generations from 1980 to 2000 because of rapid and strong changes. 
Furthermore, big differences in education and level of awareness among people from 
the same generation became evident as a result of the type and quality of education. 
For instance., people educated in villages, cities or abroad are, in some cases, 
considerably dissimilar. Also, the level of education that the family has had affects 
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the quality of education of children. That is to say, children who have grown up with 
educated parents or older siblings are different from those brought up in illiterate 
families. Additionally, the quality of parental education affects the quality of the 
children's education, i. e. parents with primary school, high school, university level or 
foreign university education are different from each other. 
Because of the big gap between people in terms of level and quality of education and 
awareness, a trend of conflict appeared between Islamist and modemist groups in 
both intellectual and literary levels. Thanks to this conflict, a trend of general 
awareness emerged in terms of understanding Islam, modem life and education as 
well as the function and the position of the Saudis themselves. Thus, by virtue of the 
extensive economic, intellectual and, more or less, qualitative transformations in this 
stage, it is deemed as a crucial period in terms of the formation of the Saudi 
mentality. 
1.3.2.5. A Stage of Stability (1990-present) 
Apart from the special circumstances of the Second Gulf War, the country is in a 
state of stability, in contrast to the previous stage, in terms of national economy and 
individual income. 
This stage includes the Fifth and Sixth Development Plans (1990-2000). The virtual 
completion of infrastructure and many industrial/agricultural development projects, 
together with the sharp downturn in oil revenues, have reinforced the shift in 
strategy clearly discernible in the Fourth Development Plan. The emphasis in this 
stage is firmly on encouraging the private sector, to build upon the economic 
foundations laid by the government. Further, in these plans, human resources were 
firmly identified as the Kingdom's most valuable asset. The desire to ensure stability 
by broadening the economic base, by developing Saudi manpower and thus, in both 
economic and social terms, increasing the Kingdonfs independence and self- 
sufficiency, permeated the thinking behind these plans. 
The Saudi economy was in a state of difficulty before the end of the previous stage, 
owing to both the decline in world oil prices and the Second Gulf War, until 1993, 
when the government revenues started improving and reached 169 billion S. R. 
Government expenditure", however, increased from 149.5 billion S. R. in 1989 to 197 
billion S. R. in 1993 (Saudi Arabia, 1995: 74,78). 
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In relation to education, the number of schools and colleges had risen to 21,284 by 
1994. In the same year, the total number of students enrolled in all educational 
institutions was 3,900 thousand. As to graduating students, the number of students 
qualifýing in the secondary school examination rose to 86,236 in 1995. Also the 
number of students passing the higher education examination both from local and 
foreign universities had risen in 1995 to 22,529. Technical institutes and vocational 
training centres also saw a substantial increase in enrolments, to 38,820 (Saudi 
Arabia, 1995: 154-164). 
As a result of the effectiveness of governmental policies in terms of combating 
illiteracy among adults, the percentage of illiteracy, among people over fifteen years 
old, was reduced to 16.8 % by 2001, according to the Ministry of Education (Al- 
Muhannii, 2003: 28). 
In the field of health service, the number of hospitals had, by 1995, increased to 279 
and the number of primary health care centres had risen to 3,254. The network of 
inter-city paved roads was expanded to a total length of 43 thousand km. Nearly all 
villages, towns and cities are now linked by at least two-lane roads. 
Even though both political and financial problems occurred as a result of the Second 
Gulf War, which had an impact on people, advantages were derived from them in 
terms of the level of awareness among people. That is to say, the new generation has 
been awakened by the economic difficulty and the new circumstances after the Gulf 
War. Also, the new era of worldwide communication has played a crucial role, 
through satellite television, in creating a new means of analysing such issues, as weH 
as dealing with such circumstances. 
However, some people who started to raise questions were in a state of dilemma, not 
as a result of the problems themselves, but because they had been preoccupied with 
their own lives and business and they did not expect problems any more. Since the 
economic decline in the previous stage and during the present too, people have been 
adversely affected, despite the dramatic development in infrastructure and numerous 
benefits to life in general. Therefore, a lot of programmes and articles have been 
addressed to people by enlightened writers and journalists. And this, together with 
the start of satellite television in the countryý ushered in a new era in terms of 
people's awareness and mentality. Given this, it may be inferred that people in this 
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stage are in a state of qualitative awakening related to intellectual matters and 
enlightenment, whereas the previous growth was restricted to wealth, establishment 
of infrastructure and quantitative development of education. 
Because of the increase in wealth in the last half of this stage, young men and women 
have faced problems in adapting to new circumstances, such as difficulty finding jobs, 
the opening to the world through the satellite, and the aimless life, in contrast to the 
previous generation`. 
1.4. Conclusion 
This chapter has highlighted the history of Saudi Arabia during the 1811', 19 1h and 
20'hcenturies. It focuses on a variety aspects of life in the Arabian Peninsula, in the 
18'h and 19ffi centuries, in order to give a general image of the social and 
environmental characteristics of people at that time. The discussion of the 20' 
century was classified into five stages to emphasise how people have transformed 
from desert to modem life. In each stage, peoples lives have been described, in terms 
of some developmental factors, such as external communications and interactions, 
education, the mass media and economy, and developmental aspects, such as the 
level of social interactions with governmental policies, level of awareness and level of 
dealing with change in both general life and literature. 
As for the most important stages in shaping the societyý the stages of economic 
growth and stability have been discussed, by focusing on the gap between them and 
the first three stages, in which the country has transfon-fled generally (and in 
comparison with the beginning of the 20'h century) from anarchy to one political 
entityý poverty to wealth, ignorance to education, bedouin to modem style, which 
created a lot of change in people's concepts, principles and behaviour, and their 
criteria for acceptance and rejection, as well as their disposition for change and 
evolution. 
Because of the significance of anthropological and environmental studies in literary 
and critical studies, it is crucial, to understand people in Saudi Arabia now, to be 
aware of two factors. Firstly, the lifestyle in the desert and its impact on people's 
lifestyle, behaviour and methods of dealing with problems and conflict as well as 
accepting change. In other words, the interactions between people and the desert 
should be taken into consideration when events are being analysed. Secondly, people 
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in Saudi Arabia in the last quarter of the 20`h century, the subjects of the case study, 
cannot be separated from the historical accumulation of the past or the changes that 
have happened since the consolidation of the Kingdom. Following an early period of 
illiteracy, poverty, disease and political anarchy, the establishment of the political 
entity took place, followed by the introduction of developmental policies, a sharp 
increase in governmental and individual income and exporting food. More recently, 
there has been steep financial decline, war and openness towards the world through 
satellite technology. 
Although there have been changes and transfon-nations since the consolidation of the 
country, these changes and fluctuations, were much more influential, intense and 
comprehensive in the last two stages, the period covered by the case study. Moreover, 
economic boom, economic decline, the Second Gulf War and satellite television as 
well as environmental circumstances and historical accumulation are deemed as the 
main factors in shaping the Saudi character. Tberefore, it is strongly expected that 
significant new literary phenomena will have emerged in Saudi poetry as a result of 
the changes taking place in these stages. 
In addition, a number of issues are raised by this general overview as follows : how 
did people interact with developmental policies, how did they accept change, what 
type of conflict did they have, what was the relationship between all these 
circumstances and the literary environment and works thematically and, finally, to 
what extent is awareness of these useful to creative, structural and stylistic analysis?. 
The next chapter discusses another type of Saudi development regarding stages of 
literary evolution. It will focus on the movement of the Saudi literary environment, 
through Neo-classicism, Romanticism and Modernism, its interaction with the 
quantitative and qualitative changes that took place in the country during the 20th 
century, and its connections with literary movement in the Arab world. 
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'See: al-Muhanni (2003). 
2 Al-F@diM (1999: 93120-125,165) and Ibn ý1_sii (1999: 49-55,83-89,130-133) mentioned many years of 
famine, such as (1654,1665,1675,17OZ1709,1716,1723,1724,1747,1767,1805,1871,187Zl9O9). For 
more details, see: Winder (1965: 89-90), Dickson (1949: 27,33) and Doughty (1888: 190-214) vol. 1. 
'AI-Fiikhid (1999: 106-116,138,168,196,204)) and Ibn c1si (1999: 70,143) mentioned manyyears of' 
epidemics, such as (1691,1712,1761,1807,1809,1825,1830,1892,1819). 
' From the Wahhdbisý perspective, there is a similarity between al-JZýXjqýah before Islam and these 
dark ages before Ibn 'Abd al-Wahhgb. For more details see: Ibn 'Abd al-Wahhib (1970: 3-7) and 
(1996: 15-19), Winder (1965: 12) and Philby (1930: 4-6). 
' More details about the relationship between 'Abd al-ý`Aziz and the leaders of tribes and villages in 
Philby (1955: 60). 
More information about this period; its people, economy and literature, see: Winder (1965: 149-172). 
More information about the conflict in Philby (1955: 218). 
8 For the significance of this action, see: Williams (1933: 88). 
9AI-Bchwifn is a name of Bedouin religious men. 
10 More details about this period iii Williams (1933). 
" The klij5zis were suffering from turldshification policies enforced by the Ottoman Rulers in al- 
Ijij5Zs schools and newspapers, whereby people had to use the Turkish language (Amin B., 1972: 145) 
and (al-Shdmikh, 1981: 33). 
12 The Ving invited Abd al-Samb to unify the religious leadership in Makkah in place of disagreement 
between the leaders of the four Islamic Schools, i. e. MXZU, ShgJýof, tkna, 6andtlýmbaff 
" The first settlement (Hifhah) was built in 1912 at the wells of al-hpT4ýyah. (Safraii, 1988: 40). More 
details in Daghistani (1983: 20-23). 
It was published weekly in four pages and edited by Yflsuf Ya-sin (Al-Shimikh, 1981: 149). 
It was focused on literature (AI-Sh5mikh, 1981: 153). 
He came from aI-Azharin Egypt and set up this magazine to cover religious subjects (Al-Shgmikli, 
1981: 167). 
" All of the niinistries were founded on Departments, Councils or Directorates. See: al-Sunayd! 
(1990: 101) and a]-Salliim (1986b: 54,152). 
" They were as follows: Finance 1932, Defence 1946, the Interior and Health 1951, Communication 
and Education 1953, Agriculture 1953, Commerce 1954, Petiroleurn and Labour 1960. More details in 
al-Sunaydi (1990: 106-155, al-Farsy (1990: 52-81) and al-Salldm (1986b: 117-215). 
'9 More details in al-Salhini (1986b: 68,173,236,300,329). 
' The percentage of non-Saudi teachers in 1971 was 77%; obviously, it was more than this number at 
this time (Saudi Arabia, 1993: 104). 
2' All of the eight Saudi Universities were founded on colleges or departments. 
22 He is one of the most famous Saudi historians (d. 2001). 
2' He is a poet and historian. 
2' He is a poet. (d. 1 987). 
2' For the position of Saudi Arabia in this period, see: Abir (1988: 119,126). 
2' ' For more details about Arab movements, see: Abir (1988: 75,109,110). 
2' For ftirther inforination about Saudi Arabia and the two wars, see: Safran (1988: 81,117,151). 
For more informatiori, see: al-Suwayni' (1987: 262,326,579,581,655). 
More details about the Five Year Plans, see: al-Salldni (1986a: 30-65) and al-Farsy (1990: 145). 
This fund started with 500 niillion S. R. and reached 33.9 billion S. R. in 1986 (Al-Sallflm 1991: 88). 
31 This fund started with 250 million and readied 70.9 billion in 1989. A 20% discount is given to any 
borrower who settles on time (Al-Sallfim, 1991: 89). 
32 A variety of services are offered by the funds. See: Diighistkil (1983: 195). 
33 More details in al-Farsy (1990: 251). 
3' They were as follows: the Islamic University in 1961, King cAbd aVMz University in 1967, the 
Im5im Islamic University and King Fay5al Universities in 1974, and Petroleum University in 1975. For 
more details, see: al-Zayd (1983: 5-11). 
Further details in al-Sunaydi (1990: 227) and al-Suwayyid (1995: 87-106). 
That number was divided as follows: 24 in al-Ifij5z, 5 in Riyadh and 4 in the Eastern Province. 
"I date this stage from 1975 because the new government led by King Kh5lid exploited the revenues 
in full; it was also the start of the second Five Year Plan. 
See al-Farsy (1990: 129). 
Further information in al-Farsy (1990: 133). 
'0 More details in Saudi Arabia (1992: 79). 
" PETROMIN was established in 1962 for crude oil refining, storage and distribution. 
42 More details in Saudi Arabia (1995: 40). 
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'3 For further in 
, 
formation, see: D5ghist5ni (1983: 137) and time al-Salliln-4 1991,2.450). 
'4 More information in al-SaIl5m, (1991,3: 586). 
" The International Bank car-ries out many programmes for Combating of Illiteracy in 1977, in co- 
operation with Ministry of Education (Al-Sallffin, 1991,2: 229). 
' Further information in Saudi Arabia (1995: 48-55). 
4" Excluding the expenditure of the Gulf war. 
4' For further information, see: Yamani (2000: 1-25). 
33 
Chapter Two 
Stages of Literary Evolution 
2.1. Introduction 
While the previous chapter discusses the historical and cultural background of Saudi 
Arabia, this chapter investigates the stages of literary evolution in Saudi Arabia, which 
includes Neo-classicism, Romanticism and Modernism, and their relationship with these 
in the Arab world, in order to understand Saudi poetry within its various contexts. 
The three stages in the Saudi literary environment cover modem Saudi Arabia, starting 
from the recapture of Riyadh in 1902, which was the first step towards the 
establishment of the Kingdom of Saudi Arabia. However, before describing the three 
trends, it should be noted that it is necessary to be very much on one's guard when using 
European critical terminology. Unlike Western Neo-classicism, Romanticism and 
Modernism, these trends in the Arab world have no philosophical foundations and they 
are not based upon a conscious and elaborate theory (Badawi, 1979: 26). Furthermore, it 
hardly seems necessary to point out that the date suggested here for the three periods of 
evolution of Saudi poetry, do not constitute sharp lines of demarcation, and that there is 
considerable overlapping between the periods. 
2.2. Neo-classicism (1902-1940s) 
2.2.1. Historical Introduction 
Because the Arabian Peninsula was ignored in general, politically and educationally, 
during the course of Islamic history, except for the holy cities in al-Ijij5z, the literary 
milieu was weak. It is clear, from history, that the literature of the Arabian Peninsula in 
the golden age of Arabic literature (the Abbasid era)', which was written by historians, 
was negligible in contrast to that of the other civilised territories of the Islamic State 
such as Egypý Syria and Iraq. 2 As regards the period after the golden age until the 
Wahhdbi movement3, most of the Arabian Peninsula had been ignored by scholars and 
historians not only regarding literature, but also about history as a whole. At that time, 
colloquial poetry (al-Shiýr al-Shacbf or a]-Naktj) appeared as a literary phenomenon. 
Ibn Khald(in (1967: 1125) remarks that the bedouin poets of his time (the 14thcentury) 
followed very closely the ancient modes and themes of classical poetry. As asserted by 
Sowayan (1985: 165), the majority of desert poets lacked the education and formal 
training necessary to master and perpetuate the classical grammar and prosody. Thus, 
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since the 14`h century, classical poetry entirely disappeared from most of the Arabian 
Peninsula. 
As for the Wahh5bi era, Amin B. (1972: 376) mentions that Moammad a]-cUmayr, Abd 
al-MOsin al-Sabb5f and Ali al-Ijanafi, were the famous poets in the 19'h century. Also, 
Ijusayn Ibn Ghann5m (d. 1809), Alýmad Ibn Musharraf (d. 1868), al-ljifýi A., (d. 1899), 
al-UskFabi (d. 1909) and Barr5dah A. (d. 1909), were the most important poets, who 
supported the Wahh5bi movement and disseminated Wallh5bi teachings. 4 
Although there were a few poets during the 18' and 19'hcenturies, who supported the 
Wahh5bi movementý their poetry was feeble in both themes and artistic language as a 
result of not only being among thousands of colloquial poets, but also practising both 
classical and colloquial poetry. Moreover, unlike the neo-classical poets, whose poetry is 
marked by a conscious return to the golden age of Arabic poetry, those generations of 
poets followed in the tradition of Arab Poets of decadent centuries. Because of this, 
embellishments such as alliteration, antithesis, antistoichon, pun, lexical riddle and 
lexical redundancy are the distinct features of the poetry; also, the poets took an interest 
in following prosody rules, as a substitute for ideas and themes. 5 
2.2.2. Neo-classicism in the Arab World and Saudi Arabia 
Instead of adopting a new set of operative principles, Arabic poetry in the 19 1h century 
opted for a "return to the sources" (i. e. the Jdhili poetry, the Umayyad poetry and the 
poetry of golden age from the 8hto 12'hcenturies), and set out to bridge the gap of long 
centuries of immobility. The neo-classical stage began in the Arab world when poets 
went back to the golden era of Arabic literature. 
The poetry of Ma'ýmiid S5mi al-Bdr-udi (b. 1839), as a leader and representative of the 
neo-classical poets in modern Arabic poetry, is traditional in language and highly 
conventional in structure and themes, but his models were the early Abbasid rather than 
the late-medieval poets. 
Neo-classicism in Saudi Arabia was practised by three generations. The first was the Ibn 
cUthaymin group, which included Moammad Ibn cUthaymin (b. 1844), Sulaym5n Ibn 
Sulým5n (b. 1851), cAbd al-Aziz a]-Mubdrak (b. 1861), Moammad Ibn Bulayhid 
(b. 1863) and cAli al-SunFisi Cb. 1863) .6 The second was the al-Ghazz5wi group, 
containing Alýmad al-Ghazz5wi (b. 1900), cAbd al-Ijamid al-Khat-ib (b. 1900), QiyT al- 
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Din Rajab (b. 1901), cAli ljafý (b. 1903), cUbayd Madani (b. 1904), cAbd at-Qudd6s al- 
Ans5ri (b. 1904) and Fu'5d Sh5kir (b. 1906). The third was the al-ýabb5n group, 
represented by Moammad al-5abb5n (b. 1898), Moammad cArab (b. 1901), Alýmad al- 
Arabi (b. 1904), Moammad Ijasan cAww5d (b. 1906), Ijamzah Shabb5tah (b. 1909) 
and OAbdulIah Balkhayr (b. 1912). 7 
When Ibn cUthayinin forsook colloquial poetry in favour of literary Arabic poetry, the 
neo-classical era started in the Arabian Peninsula. Contrary to Somekh's belief 
(1992: 50) that neo-classical poets did not appear in the Arabian Peninsula and Gulf 
States before the 1940s and 1950s, it is evident that the neo-classical trend, led by the 
Ibn cUthaymin group, appeared in the Arabian Peninsula by the end of the 19"' century 
or at least the early beginnings of the 20' century. 
The aim of the neo-classical poets in that period was to produce verses, which were 
reminiscent in their lucidity of al-Mutanabbi and his peers, and to refrain as much as 
possible from the trivial pursuits that characterised the poetry of the "period of decline". 
Like al-Wriidi, Ibn 'Uthaymin was one of the earliest and greatest of the neo-classicists 
in Saudi Arabia. He managed to combine a return to the purity of diction and classicism 
of the Abbasid period, with the ability to express his own individual experience. Ibn 
ýUthayrnin and his followers in Saudi Arabia went on composing poetry according to the 
traditional qghr; idý (normative thematic types). Because of the relationship between King 
cAbd aPAziz and the Ibn cUthaymin group, the famous subjects, of the poetry of this 
group were eulogy, elegy, war poetry, chivalry and description. Ibn cUthayrnin and his 
followers praised the King and his soldiers and described the battles waged in the 
foundation of the state. 8 They followed the poets of the golden age, not only in the 
subjects, but also in the structure of the poem. For instance, love poetry (al- 
Muqaddimah al-Talaliyyah), mostly known as Nasi-b, and the starting with some verse of 
wisdom, before moving to the main subject of the poem, were respected by this group. 
Further, similes, metaphors, traditional expression and even the use of the long metres 
in Arabic prosody, were very common among the poets of that time. ' Generally, this 
school is characterised by a. serenity and strength of style, by strong resonant rhymes, a 
well-chosen diction and a clarity of meaning, a directness of approach and above all a 
great concern with form and music, a form which had been already perfected and fixed, 
of which music was an integral part (Jayyusi, 1977: 39). 
36 
Although Ibn cUthaymin was from the Najd region, his neo-classical manner of writing 
was followed by a large number of poets from al-Hij5z, namely al-Ghazzdwi and his 
followers. 
While the neo-classiCal poetry reached its complete maturity in the first quarter of the 
20'h century, especially in Egypt and Iraq with the period of Ahmad Shawqi, Ij5fiz 
lbriih-IM and al-Zah5wi, the al-Ghazz5w-i group did not take the chance to improve 
poetry by renewing its themes, expressions, and structure. Poets in this group accepted 
as their norm the old Arabic ode (Qafidah), with its monorhyme and monometre, its 
heavy reliance upon rhetoric and declamation, and the sonority of its music. They even 
attempted in some of their work to reproduce the same imagery, themes, and structure; 
they restricted their poetry to shicr al-Mun5sahk, "' which was limited to eulogy which 
praised the King and the princes around him. " This group reached its acme in 1930s 
after the consolidation of the Kingdom of Saudi Arabia in 1932. Thus, they proudly 
exploited all national celebrations, festivals, events and, sometimes, social meetings with 
the King, to express their nationalist feelings towards the new country. 
Although the al-Ghazz5wi and al-. 5abb5n groups were writing at almost the same time, 
a distinction should be made between them owing to the different methods relating to 
following new trends in Egypt, Iraq and Lebanon. Poets in the al-ýabb5n group were not 
engaged in imitation, though they did imitate creatively, especially in form, when they 
were inspired, but they were, however, independent in content. 12 Instead of s]2, Pr al- 
Mungmbgt and praising the King, poets in the al-ýabbdn group presented political, pan- 
Arabist and social problems in their poetry. " 
The al-Sabb5n group believed that poetry should not be restricted to Amid 81-51, iV4 I 
but should also reflect the conceptions and feelings of the poets, rather than those of the 
ancients. Somekh (1992: 39) points out that this trend in modem Arabic poetry is one of 
the main distinguishing features of what may be described as the implicit ideology of 
modem Arabic neo-classical poetry: to be traditional in form and contemporary in 
content. Al-ýabb5n and his followers, as neo-classical poets, went a long way in ridding 
themselves of trifling concerns and grappling with current issues. However, the 
distinction between form and content inherent in formulation of this trend and in many 
similar ones, was an impracticable course of action, for prosodic and stylistic constraints 
were very often detrimental to the poet's desire to be contemporary. Poets like 
Moammad Ijasan cAww5d and Ijamzah Shabb5tah were able to express their inner 
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thoughts and feelings within the framework of convention by putting the conventions 
themselves to their own personal use. 
Although, in the beginnings of the trend of the al-ýabb5n group, the neo-classical poets 
used the language of statement at its highest potency, and were masters of rhetoric and 
the art of persuasion, they were on the whole more successful in their political and 
social poetry. However, although the neo-classical fonn and style were eminently suited 
to public themes, where the poets were constantly aware of the presence of audience, 
the ideas laid out by the poets, i. e. political and pan-Arabist problems, were fresh and 
sometimes against people's customs, especially in the 1930s and 1940s. To spread the 
new poetic trend, al-ýabb5n himself created a collection of poems (DilwýFb) by many 
poets of the new movement to introduce the new trend in, Saudi Arabia to poets and 
critics in the Arab world. " 
As a result of their strong relationship with neo-classical poets in Egypt, Iraq and 
Lebanon, the al-ýabb5n group gained popularity and dealt effectively with the press. " 
Moreover-, al-Ij5zim! (1975: 17) maintains that the Saudi poets from the al-ýabb5n 
group were influenced by pan-Arabist poets in Syria, such as Badawi a]-Jabal and al- 
Zirikli, and the MahjarS7 poets such as Jubr5n Khal-il Jubr5n, M-ikh5'-il Nucaymah, while 
Moammad Ijusayn Haykal believes that the Saudi poets were more influenced by 
Egyptian poets such as Shawq-i and Ij5ft than by others. " It is said that the al- 
Ghazz5wi group and its poets were influenced by Egyptians at that time, whereas the a]- 
ýabb5n group was influenced by Syrians and Mahjaiis. ` However, after the emergence 
of the Djlwin and Apoflo groups, it is clear that all Arab poets at that time were 
somewhat influenced by them. '9 Although Moammad Ijasan cAww5d published his 
critical book, Khawjýtir Mtqarraýah in 1926, as a kind of interaction with the Diw0ii 
group, it could not be said that the Saudi literary milieu as a whole was influenced by it. 
From the Saudi literary historians' point of view, it is very clear that although 
Moammad Ijasan cAww5d is a poet from the al-ýabbdn group, he was also one of the 
Saudi critics whose efforts were the main factor in developing Saudi literature and 
criticism. Also, his book, Khaw5tir Mupffqpah is deemed as a beginning of renewal in 
both form and content, which emerged as a trend in the 1940s. 
Thus, it can be deduced that despite the differences between the three neo-classical 
generations, the primary distinWve features of their poetry are that the poems are 
composed in the traditional metres of classical Arabic poetry and they are 
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monorhyming. Neo-classical poets continue to use the classical qghrgý (thematic 
types), 20 and most of their collections of poems (Djlw, ýYns) are arranged accordingly. Also, 
the poems are frequently impersonal, and the poet's experience is hidden, somewhat, 
beneath layers of convention. Furthermore, the neo-classical language is essentially 
dependent on that of the golden age of Arabic poetry. Not only the lexical inventory but 
also the choice of figurative language is derived from this source. The invocation of 
classical place-names, images and personages is a major feature in the art of most 
representative neo-classical poets (Somekh, 1992: 40). In addition, even though the a]- 
ýabb5n group was preparing to renew poetry by following new trends in Egypt, Lebanon, 
Iraq and the Mahjar, the majority of poets were still producing poetry traditionally, 
especially in forms, and their efforts in this period were mere indications of the 
approaching emergence of a new trend in Saudi Arabia. 
2.3. Romanticism (1940s-1970s) 
In its entirety, neo-classical poetry was in no way divorced from the realities of its time 
and place. Arab poets after the First World War were quick to respond to the dramatic 
events and developments taking place in the Arab world. Thus, poetry can be seen as a 
vivid mirror of these events. It is essential to mention that during the 1920s, the final 
decade of Arab Neo-classicism, anti-classical tendencies were already making inroads on 
the literary system. By the early 1930s, the Arab romantic school had established itself 
not only in the Mahjar but also in Egypt. The emergence of the romantic model (in 
concepts, language and prosodic preferences) came to occupy a central position in 
modem Arabic poetry. Badawi (1993: 51) observes that the heyday of Arab Romanticism 
was the period between the two world wars, a period of political turmoil and great 
cultural and sociological change. As a type of interaction with this new movement in 
Arabic literature, cAww5d published his book, Kbaw5tkMusarrahah in 1926, in which 
great attention was paid to internal literary affairs. cAwwdd and al-ýabbiin worked 
together to spread their ideas among poets. cAww5d maintains that their new literary 
ideas spread among the young generation, who admired them. In contrast, cAww5d and 
al-ýabb5n were opposed by many of the older writers, who tried to halt their advance, 
although some of them joined the movement for innovation, and have followed its 
method later on (cAww5d 19: 52: 12). Because of its flexibility, readiness for change and 
open-mindedness from the beginning, the al-ýabbiin group was the leader of literary 
renewal in Saudi Arabia. Its poets after the Second World War, adopted Romanticism 
and spread its ideas among young generations. For this reason, the al-Ghazz5wi group 
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lost their effectiveness and position, due to the extensive spread of al-ýabb5n group. 
Moreover, many poets among them abandoned their old strophic forms, selected the 
ones suited to their new purposes, refined the style and developed new forms, which 
better suited their new thoughts and understanding of the function of poetry. That is 
why Badawi (1993: 18) believes that the Arabian Peninsula began to make its distinct 
contribution to the mainstream of modem Arabic literature only some time after the 
Second World War. 
The representative poets of this stage included many Saudi poets, who started producing 
poetry under the shadow of atomic bombs at the end of the Second World War and 
faced, a few years later, the Palestinian catastrophe in 1948, and enter-ed their fifties in 
the shadow of the Arab disaster in 1967. They included Muhammad Hasan Faqi 
(b. 1910), Ijusayn Sarb5n (b. 1911), Tdhir Zamakhshari (b. 1912), cAbd al-Karim al- 
Juhaymdn (b. 1913), Moammad cUmar Tawfiq (b. 1916), Ijusayn eArab (b. 1917), 
lbr5h-IM Fidah. (b. 1921), Moammad Fahad al-'ýIs5 (b. 1922), Ijasan al-Qurash! (b. 
1923), cAbdullah al-Fayýal (b. 1923), Mubammad al-cKmr al-Rumayb (b. 1927), H5shim 
Rashid (b. 1928), cAbdullah Ibn ldris (b. 1928), Sacad al-Buw5ridi (b. 1928), N5ýir Ab5 
Ijaymid (b. 1929), Gh5zi al-Qusaybi (b. 1936) and others . 
21 Al-Ij5mid (1986: 18) 
maintains that the poetry of this period was the best poetry produced so far in Saudi 
Arabia in many ways, such as diversity in both form and contentý interaction with 
movements of renewal in the Mahjar and Egyptý independence of literary character, the 
number of poets and the fact that they were from almost all territories of Saudi Arabia. 
In addition to the influence of the Mahjar, the Dimin and ApoBo groups in spreading 
Romanticism in Saudi Arabia and the Arab world, there was a major supporting factor 
for Arab poets related to the romantic spiritý concept and principles, which depended 
generally on the revolutionary spirit. It is noticeable that Romanticism was marked by a 
rejection of the ideas and rules of Neo-classicism. and by an affirmation of the need for a 
freer, more subjective expression of passion, pathos and personal feelings (Cuddon, 
1998: 771). The Arab political, social, economic and psychological circumstances 
following the end of colonialism, the struggle for independence in some Arab countries, 
the Arab-Israeli conflict and the struggle to combat ignorance, poverty and anarchy, as 
well as to establish a comprehensive renaissance for the newborn country, were the most 
important factors in the adoption of Romanticism. In other words, Arab romantics do 
not share the same philosophical background as European romantics. Arab Romanticism 
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was born of a deep need for freedom in both art and life, and became a major trend in 
Arabic poetry. Several romantic poets began to formalise deep dramatic changes in their 
poetic method, style, mood, tone and imagery. 
The Mahjar group (immigrant poets) from North America, the Diw. ýFn and Apollo 
groups from Egyptý spread Romanticism not only in Saudi Arabia, but also in the entire 
Arab world. Before the beginning of the two Egyptian groups, there was an independent 
movement in Arabic poetry led by Arab immigrant poets in the United States and Latin 
America. Amin al-Rib5ni, Khalil Mutr5n, M-ikhd'li Nulaymah, Jubr5n Khalil Jubr5n, lly5 
AM M54i and Nas-ib cUrayqah from North America, and Fawzi al-Macifif, Shafiq al- 
MacHif, lly5s Farab5t and Rashid Salim al-Khfiri (AI-SMsir al-Qarawi) from South 
America, were the most famous immigrants, regardless of their skills, whether they were 
poetic, prose or intellectual skills. 
Moreh (1988: 59) remarks that Khalil Mutr5n was influenced by the romantic movement 
in French literature, and tried to introduce its criteria into Arabic poetry. The romantic 
influence can be seen clearly in his emotional and love poetry, as well as his romantic 
tales and his poems devoted to the description of nature. Some of these poets reveal a 
deep and complex relationship between nature and his mind. Thus, Mutr5n was one of 
the most effective poets at that time. 
The romantic period of modem Arabic poetry exhibits a number of new concepts and 
attitudes, which Mutr5n mentions briefly in the preface of the first volume of his 
collected works published in 1908. " This new development was complex in origin and 
nature, but generally, it coincided with a new revolutionary fervour, and with a new 
respect given to ordinary people of the poorer or working class, and to the dignity and 
freedom of the individual. Mutr5n also mentions a number of important concepts, which 
emphasise more clearly the importance of the structural unity of the poem and the 
primacy of meaning. 23After the First World War, the Mahjar group was in need of an 
organisation to spread their new ideas and attitudes in the Arab world. In the United 
States, the formation of al-Ribitah a1-Qa1amijgwh in 1920 included the issuing of a 
manifesto, which fon-nulated the literary concepts of this school. But its counterpart in 
Brazil, AP'Lýs&-th al-Andalusij9pwh, formed in 1932, was merely a literary society devoted 
to the promotion of Arabic literature in Latin America. 
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As for the Dlw, ýTn group, a very different impact was made by three Egyptian poets, 
namely cAbd al-Ralýmiin Shukri, lbrdhim al-M5zini and ýAbb5s Malýmiid al-cAqq5d. 
They rose to literary prominence during the second decade of the 20' century at a time 
when crucial transitions were taking place in the political and cultural life of Egypt. The 
intention of al-M5zini and al-cAqq5d in publishing their critical work, entitled, al-DilwAn, 
Kitgbun H al-Adab wa al-Naqd, " was to challenge the predominance of neo-classical 
poetry. Ostle (1992: 88) remarks that they were deeply influenced by English lyrical 
poetry as poets and by English criticism as critics. They became passionate advocates of 
the romantic imagination in Arabic verse, and attacked loudly and bitterly the type of 
work written by the neo-classical poets. 
Like Mutr5n, the Mwgn group believed in the unity of the poem, though their 
conception of it was more sophisticated and organic. Badawi (1975: 89) states that, apart 
from their belief in organic unity of the poem, these three poets, Shukri, al-M5zini and 
al-; cAqq5d, had much in common, although by the time al-DTw, ýFn was published, they 
had ceased to fonn a group. All three poets had a serious and lofty conception of poetry 
and literature in general. According to them, poetry, far from being merely a matter of 
verbal tricks and recording the happenings in society, is the product of a deep emotional 
experience, and ought to expreýs a valuable personal attitude to existence or a 
philosophy of life. 
The ideas of Mutr5n and the DIM-M poets, which began to take hold of Arab literary 
after 1919, were continued from 1930 onwards by the Apoffo group based in 
Egypt, which included A'ýmad Zak! AM Sh5di, Ibr-ahim N5j!, Ali Mabmiid T5ha, Ily5s 
AM Shabakah and others. In the Arab world itself, the contribution of the romantic 
poets in 1930s was immense. The person who played the largest role in spreading 
romantic poetry, although as a poet he was easily surpassed by many others, was AM 
Sh5di, a man of astonishing versatility, and an acknowledged disciple of Khalil Mutr5n. 
In this, he was assisted by lbr5him Niiji, another ardent follower of Mutr5n. 
Although it had enemies from both the traditionalists on the one hand, and the Dj'wiTn 
group on the other, the Apollo group had a more profound influence on Arabic poetry, 
with regard to the Romantic Movement than either the DiMD-7 group or the Mahjar. In 
a total of twenty five issues published from 1932 to 1934, the Apollo magazine became 
the forum in which the Apoffo group displayed their creative work and attitude. 
According to Jayyusi (1977: 386), AbU Sh5di and his followers invited experiment and 
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encouraged all kinds of innovations, including radical innovation and liberation of form. 
The group was not based on any one definite poetic school, and the only concept upon 
which its members agreed was the call for innovation and liberation from fossilised 
poetic traditions. 
In its first decade, the Apollo group was only influenced by Romanticism, but, later on, 
the creative poets whom it brought together followed diverse poetic trends : symbolism, 
Surrealism and Realism. For this reason, el-Azma N. (1969: 39) affirms that the period 
between 1945 and 1965 witnessed the establishment of a new trend in Arabic poetry; it 
gained support and recognition all over the Arab world in spite of the strong resistance 
of conservative circles. Also, a new society emerged from the old one and the search of 
the new generation for expression coincided with a search for a new identity. Therefore, 
the Apollo poetic movement was, above all, a platform for poetic theories in the Arab 
world. As a result of the great need for new standards and concepts, much of what was 
written was copied from Western sources. 
In Saudi Arabia, while the neo-classical poets were essentially conservative in their 
relation to the Arabic literary tradition, the romantics called for change, refonn, renewal, 
and occasionally, iconoclasm. Also, whereas the neo-classical poets looked to the masters 
of classical Arabic as the yardstick by which their own talents should be measured, the 
yardstick of romantics was the extent of their revolution against the neo-classicists' 
poetry. Because Jubr5n and Nucaymah were more revolutionary than the other poets in 
the Mahjar, Moammad Ijasan cAw5d aspired to imitate them, especially Nucaymah in 
his great book al-Ghirbg. 
In general, the first generation of romantic poets in Saudi Arabia, such as cAww5d and 
Ijusayn Sarb5n, were more influenced by the Mahjar and Dim5n groups than by the 
Apollo group. However, the distinct influence of the Apollo group was strong on the 
second generation of the movement, especially in their poetry during the acme of the 
Romantic Movement in Saudi Arabia, such as Mubammad Ijasan Faq-1, T5hir 
Zamakhshari, Moammad Fahad al-cls5, Ijasan al-Qurashi, cAbdullah al-Fayýal, and 
Gh5z-1 al-Qusaybi. From his study of the poetry of cAw5d, Zamakhshari, Faqi and others, 
cAbd al-Jabb5x (1959: 274) finds that Saudi poets were influenced not only by the Apollo 
group, but also by Western poets, since Arabic poetry, as a whole, was looking for a new 
level of creativity, and was trying to find in Western poetic experiment models to imitate 
and explore. 
43 
It is evident that revolutionary fervour, rejection of the ideas and rules of Neo-classicism, 
affirmation of the need for freedom and personal feelings were almost the main rules of 
the Romantic Movement. These rules resulted in particular types of themes and poetic 
techniques spreading among romantic poets, such as speaking to nature, escaping to 
love, embracing between love and death, poetry of loneliness and frustration and 
symbolism'-5. In other words, romantic sorrow, nostalgia, vague metaphysical doubts and 
yearnings, the sense of mystery in the universe, the idealisation of women and the 
transfiguring effect of love, became common themes (Badawi, 1975: 204). Romanticists, 
generally, adopted any theme expressing personal feelings as a reaction against the neo- 
classical method. 
Ijab-ibi (1997: 1: 192-251) points out that the thematic phenomena in Saudi romantic 
poetry centred around religious, intellectual and psychological meditation, despair and 
complaint, alienation, confusion and deprivation. These themes are found in the work of 
many Saudi poets such as Faq!, Zamakhshari, al-cisii, al-Qurashi, "Abdullah al-Faysal, 
and others. From the titles of their poems, it is clear to what extent they were influenced 
by the romantic spirit. Mubammad Ijasan Faqi, for instance, used titles like: Man Ang 
(Who am I ? ), Qadarun wa Rajul, (Destiny and a Man), Ghurbat al-JWP (Estrangement 
of Spirit), Adfj, abjakFm (Wall of Darkness), Jaýlin al-Mfi (Hell of Spirit), Iqtihiýftiftun 
ImJh'iyyatun Mur-ýah (Dark Suggestions of Belief) and IzdiWiYjiyyat aT5haI&. yijg1ah 
(Dualism of Personality). 26 
As a consequence of the extreme practice of romantic teachings and exaggeration in 
expressing personal feelings, as well as chasing illusions and daydreams, a frontal attack 
on romantic literature generally was made in Egypt in the early 1950s. Under the title of 
"Erring Literature", Mufid al-ShFib5shi wrote an article in 1951, in which he called for 
Socialist Realism and writers' commitment. As mentioned by Badawi (1975: 205), the 
reaction against Romanticism began to make itself felt in Egypt and spread soon in other 
Arab countries. 
One reason for the short duration of Romanticism, with its new transformation after the 
exaggeration in personal feelings and daydreams, in Saudi Arabia and the Arab world 
was that Romanticism was not suited for the circumstances of Saudi Arabia and the 
Arab World as a whole at that time. They were struggling on both external and internal 
fronts. The Arab-Israeli conflict and struggle for independence in some Arab countries, 
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on the one hand, and call for development in internal Saudi affairs, on the other, thrust 
poets to leave Romanticism and adopt Realism. 
According to Ibn Idris (1960)27 whose book, Shucarj'Nqjda1-Mu1, Wsir9ii (contemporary 
poets of Najd) was published in 1960, some Saudi poets turned to Realism, which had a 
special interpretation for Arab poets in general and Saudi poets in particular. For them 
Realism meant, a call for a high level of social participation with people, on both of their 
concerns and ambitions, and a contribution to educating and developing people 
according to Arabic and Islamic values. Realism prompted Saudi poets to embrace Pan- 
Arabism, following Badawi al-Jabal, al-Ruýffi, al-Jawdhiri and others, with a call for 
revolution against Israel and colonialism. This was an understandable movement at that 
time in the 1960s and 1970s, when Nasserism was in its peak across the Arab world. 
From the titles of their poems and Dilwýý it can be seen how pan-Arabist and 
revolutionary Saudi poets were. Poets like Mubammad Ijasan cAww5d, AJýmad Qindil, 
Ibn Idris, al-cUthaymin, al-Buw5rdi, al-D5migh, al-Mansfir, Ijusayn cArab, al-Jauhaym5n, 
Shabb5tah, al-Fil5li, Fildah and others used titles such as XTr (Fire), Tamarrud 
(Mutiny), F1 al-Ufuq al-Multahib (In The Flaming Horizon), &dj' Yawm al-Jaz5h- (An 
Echo of the Algerian Day), 7hawrat Lubn&i (Lebanon Revolution), LimýYdhii Asgukh 
(Why am I Screaming? ), MawJUb aAffudyyah Crhe Procession of Freedom), Naftnu 
Q5dhnii-ji (We Will Come! ) and R, 5yjt al-Nag (Sites Of Victory ). 28 
After the Arab catastrophe of 1967, although it was the time of adoption of Pan- 
Arabism and awaking from romantic dreams, some Saudi poets, such as Faqi, 
Zamakhshari, al-cIs-a, al-Qurashi cAbdullah al-Faypi, al-Shibil, AM Ijaymid, al-Rumayb 
and otherS, 29 continued practising a deep Romanticism, as a kind of reaction to a 
frustrated morale. In addition, according to al-Saleh (1966: 248), most Saudi poetry on 
Pan-Arabism lacks vigour of imagination. It seems as if poets often feel it is their moral 
duty to write poetry about Arab affairs rather than that they are truly inspired by them. 
In its Western sense, Realism did not last a long time in Saudi Arabia. However, 
although Socialist Realism, which dealt with social development and attempted to 
extirpate ignorance, poverty and illness, led to the adoption of Marxist philosophy and 
the spread of its teachings among Arab poets, especially in Iraq and Lebanon, it could 
not be said that Saudi poets were influenced by the Socialist Realism and Marxism 
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movements to the same degree as other Arab poets'O. Consequently, Realism, Socialist 
Realism and Marxism are not given as much attention as Romanticism in this study. " 
As for the artistic renewal, according to al-Ghadhdh5m! (1991: 15), Arabic poetry in the 
contemporary era witnessed the first attempt at renewing forms of Arabic poetry which 
was created by al-Zah5wi, ýAbd al-Ralým5n Shukri, AbFd Sh5di and al-cAqq5d, who 
practised blank verse (a]-Shilr al-Mursab. Blank verse is a poetic form originally based 
on regular ten syllable lines, with iambic rhythm, but without rhyme (Moody, 1968: 204). 
32 In addition to that, they practised &ee verse (SMral-Tah7ah), anew form that relied, 
exclusively, on a musical Unit of Arabic prosody (a foot) regardless of metre or rhyme. 
Both blank verse and free verse were practised as early as 192033 . Although Mubammad 
Hasan cAww5d wrote his first poem, Khutwatui2 IM aHttihi7d al-Arabi in blank verse in 
1924, and it was published in his DiwOn (al-Banj'ýsim) later on, blank verse did not 
appear as a poetic phenomenon until the 1940s (al-Ghadhdh5m!, 1991: 17,36) 34 . Poets, 
such as MOammad Ijasan cAww5d, Mubammad Ijasan Faqi, T5hir Zamakhshari, 
Alýmad Qindifl, Ijasan al-Qurashi, Mubarnmad al-cAmr al-Rumayb, N5ýir AbF1 Ijaymid, 
Moammad a]-Fabad al-cls5, Gh5zi al-Qu*aybi and ý51ilý al-cUthaymin, were considered 
the pioneers in practising and spreading new poetic forms in Saudi Arabia in this stage. 35 
According to al-li5mid (19 93: 343), Saudi poets differed in the extent to which they 
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AH Haymid, al-Qupybi and a]-Buw5ridi are practised Shhr- al-Tah7ah. Al-Rumayb 
deemed as the poets most interested in composing Shilral-T? fRah during this stage. 
However, classical poetry (al-ShPr7 al-Ami7di) was still dominant in the poetry of Saudi 
Arabia during this stage, in spite of the emergence of other forms, like blank verse (al- 
Shil- al-Murmb earlier in this stage, or free verse (Shicr al-TaFRah) during the 1960s 
and 1970s. Regarding the prose poem (Qayidat al-Nathi), this did not emerged as a 
poetic phenomenon in Saudi Arabia until the 1970s. 
Besides being a pioneer in practising new forms in poetry in Saudi Arabia, Mubammad 
Ijasan cAww5d was a pioneer in theorisation of new forms t0036. In addition to his book, 
Khaw, ýTtir Mu-ýýwabah, he wrote al-Tailq AY MiYsiqff al-SMr a1-Ah&ijiyXa1? 1, in which 
he discussed many new poetic ideas related to Arabic prosody, such as new definitions of 
rhythm and rhyme, the concept of free verse and prose poetry. Furthermore, in his 
introductions to his Dilw. M-S he set out new literary ideas. For instance, he discussed the 
importance of the romantic spirit in the introduction to Aingsun wa Afl9s, and created a 
new term for prose poetry (al-ShPr abfftu7), in the introduction to Qiinam al-Alb, which 
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was Shanar. This word was a new Arabic word resulted from combining the two words 
ShiT and Nathr (poetry and prose). 38 
Thus, it can be concluded that the al-ýabb5n group under the real leadership of 
Mubammad Masan cAww5d was a pioneer in the growth of the Romantic Movement in 
Saudi Arabia, as a result of their high level of flexibility and readiness for change. Under 
the influence of the Mahjar, Dilw, ýTn and Apoffo groups, Romanticism was adopted by the 
majority of Saudi poets and became a literary phenomenon in the country from the early 
1940s. Although Realism had some effect on Saudi poets, it did not last a long time 
among them and soon they adopted Pan-Arabism and revolutionary poetryý which 
became more or less a public phenomenon among educated people in the country. As 
for Symbolism and Surrealism, they were restricted to a short time and to a few poets 
such as Moammad a]-cTmr al-Rumayb and N5ýir Abg Ijaymid, who were considered as 
the forerunners to the modernist period in Saudi Arabia". The emergence of socialist 
and realist poets in Iraq, Lebanon and Egyptý such as al-Bayy5ti, al-Sayy5b, 'Abd al- 
ýabiir, IjiJ52d and Amal Dunqul, and the ShPr Group in Lebanon, such as Unsi al-lj5j 
Luwis ýAwaq, Yfisuf a]-Kh5l and Adunis (cAli Alýmad Sacid), with their new concepts on 
both the intellectual and formal levels, was one of the earliest indications of Modernism, 
which was spread not only in Saudi Arabia but also in the Arab world as a whole. 
2.4. Modernism (1970s-present) 40 
Although Modernism is a vague and elusive term, it can be defined as a comprehensive 
movement, which deals with thought, culture and the arts. Gray (1999: 183) maintains 
that Modernism is thought to be a response to the condition of living in a "modem" 
world, that is to say, one characterised by scientifiq industrial and technological change. 
Modernism was built generally upon revolution. Thus, Cuddon (1998: 515) believes that 
Modernism reveals a breaking away from established rules, traditions and conventions, 
fresh ways of looking at mans position and function in the universe and many (in some 
cases remarkable) experiments in form and style. Although aspects of Modernism are 
touched on in the following entries: Symbolism, Naturalism, Expressionism, Imagism, 
Vorticism, Futurism, Dadaism and Surrealism, Structuralism was (and still is) from the 
outset, closely connected with modemist tendencies, though the theories of 
Structuralism did not gain a strong foothold until the 1960s in Saudi Arabia, by which 
time Post-modemism was well established as a new movement. Sarup (1993: 131) states 
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that the basic features of Modernism can be summarised as : aesthetic self-consciousness 
and reflexiveness; a rejection of narrative structure in favour of simultaneity and 
montage; an exploration of the paradoxical, ambiguous and uncertain, open-ended 
nature of reality; and the rejection of the notion of an integrated personality in favour of 
an emphasis upon the Freudian "spli" subject. 
One of the problems with trying to understand Modernism is that many of these 
features appear in definitions of Postmodernism as well. Another problem with defining 
Modernism is the question of how far back into the 19th century should one go (Sarup, 
1993: 131). 
Modernism, according to Cuddon (1998: 515), began to get under way in the closing 
years of the 19' century, and has had a wide influence internationally during much of 
the 20' century. However, some have suggested that Modernism, as an innovative and 
revivifying movementý was played out by the late 1940s, and that it was then that 
Postmodernism began. 
As to Postmodernism itself, Abrams (1993: 120) observes that it involves not only a 
continuation, sometimes carried to an extreme, of the countertraditional experiments of 
Modernism, but also diverse attempts to break away from modernist forms which had, 
inevitably, become in their turn conventional, as well as to overthrow the elitism of 
modernist "high art" by recourse to the model of "mass culture". In addition, the term 
Postmodemism is sometimes applied to literature and art after the Second World War, 
when the effects of the first war on Western morale were greatly exacerbated by the 
experience of Nazi Totalitarianism and mass extermination, the threat of total 
destruction by the atomic bomb, the progressive devastation of the natural environmentý 
and the ominous fact of overpopulation. 
As a result of being vague and elusive, the term Modernism encompasses multiple 
concepts. Arab modernists maintain that not only does every environment or group have 
its own understanding of Modernism according to its circumstances and needs for 
change, but also everyone has his own special understanding of W'. This idea is being 
affirtned by Saudi modemist leader-s, to separate Saudi Modernism from Modernism in 
the rest of the Arab world, and avoid clash with the others. 
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Because this literary period includes the selected period (the case study, which is the 
last quarter of the 20"' century), three sub-sections will be presented within this section. 
Firstly, a historical introduction will be presented, to describe the earlier period of 
Modernism in Saudi Arabia and its critics and poets as well as its conflict with the 
Islamist trend in the country. This will begin with a discussion of Modernism in the 
Arab world with its concepts, principles, groups of theorists, critics and poets, and its 
relationship with Western Modernism. Secondly, the features of Modernism will be 
analysed in both content and form. Thirdly, the selected poets and their poems will be 
named. 
2.4.1. Historical Introduction 
This section will cover the history of Modernism in the Arab world and Saudi Arabia 
including its earliest beginnings, its leaders, principles, conceptions and its relationship to 
other trends. 
2.4.1.1 Modernism in the Arab World 
In spite of Jayyusi's belief (1992: 172) that Modernism as a subject of crucial importance 
was formally presented in the later seventies and early eighties by Adunis and others, 
Modernism as a practice and movement according to Jayyusi herself (1992: 146,154), 
appeared in the Arab world after the Second World War, when the generation of 
pioneers emerged with its new ideas on both form, and contentý as a result of direct 
relationship with Western literature. Many critics are in agreement" that the 1950s was 
the decade that witnessed a rapid and radical change in Arabic poetry. As affirmed by 
Badawi (1975: 225), the revolt in the 1950s was more extreme than any other revolt 
modern Arabic poetry had seen so far, with a rejection of most of the basic conventions 
of Arabic verse. Although al-Sayy5b established some of the basic tenets of this 
important movement in both forms and contentý3 he has not been given his rightful 
place as one of the first major modernists due to Lebanese poets and their literary 
adventure-, which had widespread republished and attracted Arab writers and poets. 
In addition to a]-Sayy5b's literary efforts, some of the pioneers of the 1950s established 
fundamental changes in the theory of Arabic poetry, creating a new genre which was 
supported by other young poets in the Arab world, particularly the Iraqis such as N5zik 
al-MaWikah, al-Bayy5ti, Buland al-Ijaydari and KdZim Jaw5d. 4 The aim of all these 
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poets was to develop an understanding of modem theories of poetic values in human 
thought and art in general. 
However, regardless of the poet who wrote free verse (ShPr al- Tafogah) first, Iraqi poets 
scored a great success in creating new forms in Arabic poetry. 45 Most young poets, not 
only in Iraq, but also in the rest of the Arab countries, were attracted by the new 
approach to poetry. YUsuf al-Kh5l, Khal-il lj5w-i, Adunis, Niz5r Qabb5ni and others from 
Lebanon and Syria, Fadw5 Tfiq5n, Mabm5d Darwish and others from Palestine; and 
Wab cAbd al-ýabFjr and Ijij5z! from Egypt were among those who adopted the new 
poetic technique (cAww5d A. 1990: 205). 
Before the founding in 1953 of al-Adgb magazine by Suhayl ldris, al-Ad-hb magazine was 
set up by Albir Ad-ib in 1946. This latter was considered the first magazine to publish 
important critical works discussing the fon-nal features of poetry and the standards of 
artistic values in general. It also highlighted Saudi poets, in particular, giving them a 
chance to enter the Lebanese literary scene and to have their voices heard by the 
majority of Arab poets and critics at that time. Further impetus to Modernism was given 
in 1957 by Yfisuf al-Kh5l's founding of Shilr magazine, dedicated to poetry. ' In his key 
lecture entitled "The Future of Arabic Poetry", he gave the movement the name of 
"modem poetry" (a1-Shi: ra1-Y,? dihh). Al-Kh5l did not appeal, in the editorial of the first 
issue, for a specific form of poetry; what he appealed for was a campaign against 
traditional poetry and for the creation of new forms derived from the genius of Arabic 
language, and its poetic heritage, as well as learning from the experiences of poets in the 
developed world (Bazzlin, 1996: 10). 
As well as founding a publishing firm affiliated with the magazine, in which some of the 
boldest avant-garde experiments in poetry were published, al-Kh5l held a weekly 
evening circle symposium (Khamis Majaflat Shij), an open house for poets, critics, and 
lovers of poetry. Therefore, al-Kh5l and his circle are sometimes called the Shier Group. 
The Lebanese literary environment, including the SbiT Group, is considered as the 
. F, 
Fdat al-Nadzz), which Lebanese poets literary milieu that created the prose poem (QJ, 
and then other poets began to practise, whereas free verse (Shirr al-TafVah) was created 
by Iraqi poets, as mentioned above. 
However, although the uniqueness of Shilr magazine had attracted the attention of 
many of the major poets writing at the time such as Adunis, Uns! al-IJ5j, Mubammad 
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Twafiq 55yigh, Khalil Hdwi, Kh5lidah Sacid, Buland al-Ha I al-M5ghiit ydari and JabrA 
lbr-ahim Jabra, some of the prominent poets had nothing to do with it. 'Abd al-Wahh5b 
at-Bayfati, Niz5r Qabb5n!, cUmar AbTi Rishah, ýaldb cAbd al-ýablir and Abmad cAbd al- 
Mult-I Uijdzi were not involved with the magazine's activity, although some of them 
made efforts to renew Arabic poetry within the spirit of Modernism. 
After the publication of his Dilw. D7, Songs ofMihy& in 1961, Adunis was expected to be 
an important poet among the ShPr Group because of his linguistic originality as well as 
his rich aesthetic attributes. Badawi (1975: 231) argues that Adunis is the most 
articulate and sophisticated apologist for the new poetry. Besides Adunis, the poetý there 
is Adunis the theorist, the intellectual and the critic. After a brief historical introduction 
in which he sketches out previous attempts at innovation in Arabic poetry, Adunis sets 
out the three principles on which the new movement is based, namely, a radical 
rebellion against the traditional mentality, a rejection of the old Arab conception of 
poetry, which regards poetry as something static and as no more than emotion and 
craftsmanship, and a rejection of the view of ancient Arabic poetry as a model to be 
imitated by all subsequent poetry. He then discusses the novelty of new poetry on three 
levels: artistic forrn, language and civilisation (Badawi, 1975: 234). 
The stimuli, which resulted in that movement of renewal in poetry and attitude, can be 
summarised into two main causes. The first was the exposure to Western literature, 
through direct reading or translation into Arabic. As observed by Badawi (1993: 74) and 
Jayyusi (1992: 154), young Arab poets, in the second half of the 20'hcentury could read 
with considerable enthusiasm the work of T. S. Eliotý Ezra Pound, W. B. Yeats, and Edith 
Sitwell, as well as Paul Valery, Louis Aragon, Saint-John Perse, Rilke and Mayakovsky, 
some of which was beginning to be available in Arabic translation. Young Arab poets 
were also avidly reading Western poetic criticism, some of which had accompanied the 
European Modernist Movement. By the middle of 1950s, they felt that their tools were 
now malleable enough for as many modernist techniques as possible to be attempted. 
Modernism, therefore, was one of the influences that Arab poets absorbed when they 
fell under the speR of the majormodernist' figures in 20th century Western poetry. 
Secondly, as asserted by Jayyusi (1992: 146) the reaction of Arab poets all over the Arab 
world to the Palestinian debacle of 1948 was one of anger, rejection, alienation and 
horror. An atmosphere of gloom and pessimism reigned, but it soon generated feelings 
of challenge, to a rejection of old established ties with the inherited culture, and to a 
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renunciation of loyalty to both the remote past and the immediate past, which had 
brought so much shame and frustration. A new courage was bom which would enable 
lxwts to find their own poetic style, free from the iron hold of old poetic traditions and 
concepts. Indeed, it is crucial to note that the search of Arab poets for freedom in poetic 
forms, cannot be isolated from their search for freedom in politics, culture and society. 
By reason of facing a comprehensive and strong shock after the Second World War, the 
masses in the Arab world were, in many countries, involved in movements of freedom. 
Arab liberal intellectuals, critics and poets, took advantage of the prevailing mood to 
disseminate their new theories and concepts to the masses. 
Arabic poetry, in the stage of Modernism in the Arab world, has witnessed many 
changes so far in both forms and contents. Free verse (Sh? r al-Tafilah) and the prose 
poem (QayIdat al-NaLbi) became literary phenomena in tenns of fon-n. As for content, 
much attention was paid to other elements, which constitute a poetic structureý i. e. 
diction, imagery and metaphor; also myths, allusion, masks and folklore became poetic 
phenomena. " 
The widespread movement of new poetry in Iraq and Lebanon developed during the 
1950s, and became the major approach to Arabic poetry, setting the artistic standard, 
both theoretically and practically, of what came to be called Arabic free verse. At the 
same time, the neo-classical poets, who were still using traditional forrns of poetry, were 
encouraged, quite apart from the growth of free verse and, also, under the influence of 
modem development, to produce new poetic values, applying such modem techniques in 
their works as the repetition of words in different contexts and adopting narrative and 
monologue forins, as well as exploiting historical symbols and figures to illustrate their 
poetic themes. In their style, al-Jaw5hiri and Badawi al-Jabal from among the neo- 
classical poets, consecrated the marriage of three elements: ideas, form and sentiment, in 
a melodious classical style, such as their contemporaries had not hitherto heard in 
poetry (EI-Azma, 1969: 38-39). 
2.4.1.2 Modernism in Saudi Arabia 
Because of his efforts in terms of theorisation. and practice of poetry, starting from his 
book, Khawitir Muprra, ýah, and continuing in his other books and Dilwkg, 
Mubammad Ijasan cAww5d (b. 1906) is considered as the leader of the literary renewal 
movement in Saudi Arabia, even in the stage of Modernism. He was not only the first 
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Saudi critic with a revolutionary spirit and high level of ability to gather adherents, but 
also the first poet, who tried to theorise and practise the new poetic forms, such as blank 
verseý free verse (Shilr al-Tafj7ah) and the prose poem (Qaý, Fdat al-Nadi. 6, as mentioned 
above. 48 
Although lbn ldris (1960: 100,145) and al-lj5mid (1993: 374,376) considered 
Mu1jammad a]-cAmr a]-Rumayb (b. 1927) and N5ýir AM fjaymid (b. 1929) to be 
symbolists, because of their vague and symbolic language during 1950S 49 it is possible to 
deem these two poets as early adherents of ModeMism in Saudi Arabia. In support of 
this view, is the fact that, as attested by Ibn ldris (1960: 110,112,145) and al-u5mid 
(1993: 374,376), they were, first of all, in continuous connection with the Lebanese 
magazine, al-Adi-b (1946), in which they had poetry published of both types, Shier a]- 
Taf-'Rah and QJ, dat al-Nathr The latter was the predominant form in Qakq, the first , Fi 
Dlw, ýTn of AM Ijaymid. Their contact with the Lebanese literary environment covered 
the period from 1947 until 1959, an era which witnessed the founding of the two 
important magazines, al-Adgb (1953) and Shi'r (1957), and it seems likely that they 
benefited from the atmosphere of modernist, intellectual and formal revolution in order 
to establish their own new modernist concepts. They must at least have been aware of 
the literary developments in the Lebanese literary envirorunentý not to mention their 
own participation in these activities. Secondly, Abfi Ijaymid spent about two years in 
Germany studying the Gen-nan language and returned in 1958 (Ibn ldr-is, 1960: 100). 
According to al-Salm5n (1968: 29), Abli Ijaymid mentioned that he was influenced by 
abstract German poets such as Rilke. Thirdly, the poetry of al-Rumayjý and AM Ijaymid 
itself had some modernist features in terms of form and content. For instance, both of 
them, according to al-Ij5mid (1993: 347-354), wrote free verse (Shilral-TafRah) and the 
prose poem (Qafidat al-Nadir) in the early 1950s and used vague language as well as 
myths and masks'O. Thus, it is evident that al-Rumayb and Aba Ijaymid's activities in 
the Lebanese press, starting from the early 1950s, were the first indications of 
Modernism in Saudi Arabia. 
As a consequence of the continuous connection with the Lebanese Modernist Movement 
during the 1950s and 1960s, with its revolutionary spiri4 its intellectual, and formal 
principles as well as the spirit of renewal, which was represented by magazines such as 
al-Adl-b (1946) edited by Albir Ad-ib, al-A&Tb (1953) by Suhayl Idris, Sh? r (1957) by 
YUsuf a]-Kh5l, fflwk (1962) by Tawfiq ýdyigh, as well as the cultural section in al- 
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Nah, ýTr newspaper (1964) by Unsil al-Ij5j and MawJqif (1968) by Adunils, the Saudi 
modernist period was becoming established by the late 1960s. The early 1970s 
witnessed the appearance of a new generation who had absorbed the modernist theories 
and principles established by both Iraqi and Lebanese poets and critics. This new trend 
included Muhammad al-cAli (b. 1931)", Ahmad al-S5lih, (M&Yft (b. 1942), Sacad al- 
Ijumaydin (b. 1947), Thurayy5 al-cUrayd (b. 1948), cAli al-Dumayni (b. 1950), 
Moammad al-ManýTjr (b. 1950), Mubammad al-Thubayti (b. 1952), cAbdullah al-Zayd 
(b. 1952), Mu1jammad Jabr al-Ijarbi (b. 1956), Fawziyyah Abri Kh5lid (b. 1956), 
cAbdullah al-ý-ikh5n (b. 1956), Mubammad al-Dumayni (b. 1958) and 
S2 others. Furthermore, there is a small trend, which emerged in the early 1990s and was 
restricted to the prose poem (Qayidat al-Nathi), as found in the work of lbr5hirn al- 
1jusayn (b. 1960), Alýmad al-MuII5 (b. 1961), Alýmad KattFilah (1964), Ali al-cAniri 
Cb. 1965), Ijamad al-FaqUi (b. 1967), eld al-Khamisi (b. 1970) and others. In relation to 
criticism, cAbdullah a]-Ghadhdhiimi (b. 1946), Sacad al-B5zici (b. 1952), Salid al-Suraybi 
(b. 1953), cUthm5n ýinli (b. 1954), Mucjib al-Zahr5n! (b. 1954) and otherý'3 were the 
leaders and critics of the movement. Besides these groups, there were many adherents 
among journalists, university scholars, publishers and students. 
Although al-Rumayb and Abli Ijaymid were the pioneers of Modernism in Saudi Arabia, 
Mu-bammad al-cAH could be considered as the leader of the modernist generation. 
According to al-N5buls! (1992: 97-101), Moammad al-cAli began publishing in 1960, 
but his first poem in the new style of poetry (ShA- al-Tafj7ah) appeared in 1965. 
Fawziyyah Abi[i Kb5lid, whose first Di'min of prose poems, IV Matg YakhWbak Laylat 
al-Urs was published in 1973, Swad al-Ijumaydin, an exponent of Shier aI-Taf-Wah since 
1966, whose DiMYn, Rus@nun cala aAffF4t was published in 1977, and Alýmad al-$iililý 
(Mu&Dii), who started writing Shicr al-TalRah in 1970, and whose DiWin, 'Indam5 
Yasqq al-AffJf was published in 1978, were considered as the earliest poets in the 
modernist era in Saudi Arabia. 
To spread their new principles and concepts, Saudi modernists had to exploit all devices, 
which were available in the 1970s. Apart from exploiting the simplicity of Saudi people 
in the early 1970s and their engagement in the economic boom in the early 1980s, as 
mentioned in Chapter One, the modernists exploited the press and some public 
organisations. They occupied the literary pages in al-Madinah newspaper, which were 
set up in 1963. In 1968 they created a weekly section in IULTz newspaper for their 
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literary works, and a daily section for young poets and critics (CAwaq Allah, 1989: 32,43). 
As to al-Riyidý newspaper, cAwad Allah (1989: 48-50) points out that the modernists in 
1971 set up a literary daily section, which was devoted to their new poetry and criticism. 
In the later 1970s, the modernists exploited three other newspapers, a]-Jazirah, al-Yawm 
and a]-Sharq al-Awsat These famous newspapers, besides publishing the works of 
modernists, were interested in extending the sphere of Modernism by discussing its 
notions to make them understandable by ordinary people and students. Further, al-R. Tid, 
Iqra'and Watal-Zayt magazines contained a high level of discussion of the ideas and 
principles of Modernism ('Awaq Allah, 1989: 56,61,62,159,229). Starting from the early 
1980s, two literary clubs in Riyadh and Jeddah published six periodicals for poetry, 
short stories and modem criticism: QaMO, al-Adabijgwh, ý4M=Th, a]-Rj'wj, ' Abqar, 
Naw, 'FJ7dh and JudhJr. In the early 1990s al-Naff al-Jadi'd magazine was set up by the 
modernist poet cAli al-Dumayni. 
Another factor for the spread of Modernism was the activities of literary clubs, cultural 
and artistic organisations and departments of humanities in Saudi universities. Some 
modernists or their adherents became presidents or effective members of some literary 
clubs, such as those in Riyadh, Jeddah and Abh5, immediately after their foundation in 
1975. They also became managers of cultural and artistic organisations in Riyadh, 
Jeddab, aI-TTif and al-Damm5m, and some became heads of departments of humanities 
in King cAbd al-cAz-iz and Sae5d universities in Riyadh and Jeddah. Saudi modernists 
also engaged in literary communications with other Arab countries, through cultural 
festivals. Before ? I-Janadigyah was set up in 1985, they attended literary and cultural 
festivals in other Arab countries, such as &-Un2mah, al-Mirbad, Jarash and AyRah 
festivals. ' Such events, from the modernist point of view, provided a healthy 
atmosphere for free discussion of modernist principles and affairs, as well as interaction 
with other modernists through the presentation of research papers. 
In addition to that, Saudi modernists utilised human abilities in the Saudi academic 
environment. As mentioned in Chapter One, during the 1970s, many Saudi students 
graduated from Western countries, and Saudi universities relied heavily on lecturers 
brought from Arab countries. The modernists, therefore-, encouraged all new lecturers 
and researchers to participate in cultural activities in clubs, organisations and the press. 
Moreover, some departments and literary clubs invited modernist leaders and adherents 
to give lectures, participate in research work or write critical articles for the press. 
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Despite the fading of some modernists due to their engagement in running their own 
businesses during the Saudi financial boom from 1975 to 1982, the majority of 
modernists concentrated on analysing the society and theorising new principles and 
concepts of Modernism, to be suitable for Saudi society's specific characteristics. 
Coinciding with the early emergence of financial problems in the country in 1982, the 
first book that discussed the Modernist Movement from an opposing point of view by 
Abmad Farab Uqay]5n, appeared under the title of JkJyat al-ShiT al-, Vurr (1982). 
However, the book was not given much attention by either side, modernists and resisters 
of Modernism. 
After waning slightly during the financial boom, the Modernist Movement returned 
strongly as a collective phenomenon in the press and literary clubs. Modernists worked 
hard in arranging consecutive lectures and meetings, as well as submitting for 
publication both creative writing, i. e. poetry, novels and short stories, and critical and 
theoretical writings. As a result of the attention paid to theorisation and analytical 
criticism, critical trends such as Structuralism, Deconstruction, Formalism and Feminist 
Literary Theory, '5' as well as some linguistic trends, e. g. Stylistics and Serniotics, emerged 
in theses, books and articles (Al-Ndbulsi, 1992: 45). The M. A. thesis of Sac-ld al-Suraybi, 
Shilr AN TammiTm bayn aI. NJqd al-Qadlin wa al-Naqd al-Jadid, which applied the 
structural method, was published in 1983, while ýAbdullah al-Ghadhdh5mi's book, al- 
KhWah wa al-Tak&was published in 1986. The book describes the author's transition 
from Structuralism to Deconstruction, and is considered, more or less unanimously, as 
the most important book, that described the Modernist Movement in Saudi Arabia at its 
pe W6. 
In 1987, an audio tap6` was recorded by Sacid al-Gh5midi, which from an Islamist point 
of view, criticised the Modernist Movementý not only in Saudi Arabia, but also in the 
Arab world as a whole, for religious and intellectual corruption. This marked the 
beginning of the Islamist anti-modernist movement. This movement gained impetus 
from the publication in 1988 of a book entitled a1-, ff.? d&hahffM! z5h al-IUDn, written 
by cAwad Ibn Mubammad al-Qarni to express the Islamist point of view towards 
Modernism. The book aroused shock, anger and fear. The influence of the book can be 
attributed to several features: its being prefaced by the head of religious authority al- 
Shaykh Ibn B5z; its being based on and supported with a large number of religious 
texts", the general ignorance of cultural and literary trends inside and outside the 
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country and people's general weaknesses in making independent critical evolution. In 
consequence, this book is considered as one of the most important factors stimulating 
opposition from both high class and ordinary people, to the Modernist Movement. 
After the publication of al-Qarni's book, Islamist thinkers in Saudi Arabia were on the 
alert for modernist activities. The masses were warned against modernists by the 
religious speakers (al-Khqaba-) in Friday Sermons and in messages from the religious 
leaders (al-Ulama"). The Islamist backlash against Modernism was also reflected in 
books such as al-yadjZhah 5 MaWi7rin Im&W (1988) by cAdn5n a]-Nabw-i, ab 
, ffad. i't, bah; Mungqashatun HiTdilatun K Qa(hýpyatin Sabidah (1992) by Moammad 
Khidr cUrayf, al-, ffad, ýnah Bayn al-Tacmk wa al-Tadmir (1993) by Ijasan al-Huwaymil, 
Nuqq. j'd aAffadjthah wa Mawt al-QirF (1995) by cAbd al-Ijamid lbrdhim, al-Aql ab 
Adabi(1993) by AbO cAbd a]-Rabm5n Ibn cAqil and HKbaymat al-Nay (1997) by cAli al- 
Timn-1. Efforts were also made to counter Modernism by studying the Islamist trend in 
Saudi literature. Khulayf Sacad al-Khulayf and Ijasan al-Huwaymil, for instance, 
composed al-Itt#, iTh aI-Is, 0ni5 al-Shiýr al-guli7df al-, ffadith, (1989) and al-Nazcah ab 
Isl&nijg4ah Jý al-Shicr al-Sulidi al-Muc, ýsir (1989) respectively'9. An Islamist revival in 
some academic departments in Saudi universities, which was established in the early 
1980s by some lecturers from Syria and Egypt'O, was reflected in doctoral research, not 
only in departments of literature or criticism, but also of Islamic creed in Islamic colleges, 
which examined Modernism in the country and in the Arab world from an Islamist point 
of view. For instance, al-cAli and al-Gh5midi in the Department of Islamic Creed in 
Riyadh wrote their theses about the Modernist Movement in which they exposed what 
they saw as its intellectual and religious corruption". Some Saudi intellectuals also 
joined the Association of Islamist Literature, which was established in 1984 in India and 
has thousands of members across the Islamic world62. Anti-modernist opinions were also 
expressed in Islamic and neutral publications, such as al-Nadwah and al-Muslimign 
newspapers as well as al-D,? cwah and al-&ras al- Wapni'magazines. The Islamist trend 
in the country is represented by Mubammad Malib5r! (d. 1989), Alýmad al-Shayb5ni 
(d. 1993), N5ýir al-Rashid (1940), IjJj5b al-Ij5zim! (b. 1941), Ijasan al-Huwaymil 
(b. 1945), Moammad al-Mufarriji (b. 1945), al-Dabil (b. 1945), Bahkali (b. 1954), Sal5b! 
(b. 1954), al-cAshm5w! (b. 1955), cAdullah al-Rushayd (b. 1965), and others, as well as 
the religious leaders (al-Ulama), their students and the majority of the masses. 
Moreover, there is a small trend in the middle, although, in some cases they are close to 
the Islamist trend due to their traditional characteristics. This group includes 
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Moammad al-Mashc5n (d. 2001), Yaýy5 Tawfiq Ijasan (b. 1939) 4mad B5catab 
Cb. 1939), al-Khtr5wi (b. 1940), Us5mah cAbd a]-Ratim5n (b. 1945), Muciq al-Bukhit5n 
(1950), Ijamad al-cUsliis (b. 1955), and others 63 . 
It is true that some Arab poets had offended Muslims' feelings by describing God 
(A115h), his messenger and Islamic teachings with evil meanings64, but Saudi critics, 
novelists and poets did not use this level of revolution and clarity against Islam. The 
reason why they were strongly attacked by anti-modernists, however, was that they 
praised, sometimes too much, Arab modernists and called them leaders, teachers and 
fathers. They were also condemned for their extreme revolutionary spirit in terms of 
customs, conventions, history, language and so on. Although the Islamist trend attracted 
the masses, and to some extent spread their interpretation of Islam, 'it cannot be ignored 
that they made some mistakes in terms of their interpretation of speech and sensitivity 
towards change. Their weaknesses may be summed up as follows; firstly, the fear of 
conspiracy controls them totally and makes them suspicious about change that comes 
from the society itself, let alone when it comes from the West. Also, any call for change 
and those who call for it are perceived as being against Islam. Secondly, because of 
having a complex about Western civilisation in general, they are not only suspicious and 
concerned about almost everything that comes from the West relating to customs, 
conventions, thought and philosophy, but also, they adopt a policy of absolute rejection, 
and ban discussion or interaction with it. Thirdly, as a result of their superficial 
knowledge, in general, they reject change not only based on traditional belief, but also 
with illogical interpretation of Islamic texts. Differences are not to be ignored between 
Arab modernists and Saudi modernists, but should be made according to literary and 
intellectual works of both sides. Although al-ShintFs (1986) paper discusses the 
particular characteristics of Modernism in Saudi Arabia, it was restricted to the artistic 
and formal features of Saudi modernist literature and took no notice of the intellectual 
and ideological dimensions, which caused the intellectual conflict in the country. 
Above all, although they did not express their attitude towards Islam, that does not 
mean that Saudi modernists are not involved in the revolution against specific 
interpretations of Islam or against Islam as a whole, because, as stated by al-Sabeeh 
(1993: 16), people who advocate westemisation, in general, believe that it is impossible 
to have both modernity and Islam. 
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Although the reactions of modernists to the publication of al-Qam-i's book differed, all of 
them were shocked and confused on how the situation should be dealt with. One 
reaction was to resist the anti-modernists and explain their attitude to people. Hence, 
they published two books, one of them written by Moammad al-cAli, the leader of the 
Saudi modernists, and published in part in the Kuwaiti newspaper, al-Wapai7, in March 
1989 (issue No. 5052) under the title of ffiw, ýFmn Multahib ma ca Kihibin B&id, the other, 
al-Hadgthah 6M! zEn al-Qami- Bay0nun Didd al-naq@ýih, a twenty seven-page text by 
an anonymous author. It could be said that modernists during the period from 1988 
until 1994 were in a state of kustration and dilemma. 
Al-N5bulsi (1992: 59,66) points out the reasons why modernists ran into difficulty with 
their newborn movement: firstly, although they clearly realised that Saudi society is 
built upon a traditional background and has a vigorous conservative view towards 
modem life, especially at the conceptual and ideological levels, which prompt society to 
be suspicious of change, they forgot, or perhaps ignored, the characteristics of Saudi 
society and did not care about the success of the Modernist Movement. Secondly, 
instead of being based on multilateralism, which respects other people's opinions as well 
as their right to exist, the Modemist Movement was built on a unilateral view, an 
intellectual dictatorship, which seized on some conceptions and opinions and completely 
ignored others6. In addition, they ignored the significance of Islam and its role in 
Muslims' lives. Therefore, it would not be surprising that such a movement might fail. 
Thirdly, in their state of revolutionary turmoil and perceiving themselves as superior, 
avant-garde and enlightened elite, they lost their control dealing with their opponents in 
terms of discussing ideas and opinions. Therefore, within the modemist trend, al-cAbbds 
(1998: 16-29) reviewed and criticised the modernist values and principles maintaining 
that the belief of the intellectual multilateralism is very significant for the intellectual 
development in the country. 
Given this, it may be concluded that although modernists and anti-modernists went too 
far in dealing with each other, this situation would be helpful for intellectual 
development in the country, to adopt a realistic policy for a gradual" and natural 
evolution, which would be more effective and successful in the long term. As a result of 
their shock, since 1988, the modernists adopted Postmodernism, which was established 
upon coexistence with its opponents", as an alternative approach which would allow 
them to continue their enlightening policy in the country. It can be said that the 
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Postmodemist era was started in 1994 when Sacid al-Suraybi had expressed his new 
attitude towards other trends in al-Yam,! Tmah magazine, followed by al-Ghadhdh5m-1 in 
his paper in a literary conference in Kuwait in 1995. "8 
2.4.2. The Features of the Stage 
Although there are many features that can be discussed in this section in terms of the 
stage of Modernism in Saudi Arabia, a revolutionary spirit, vagueness, conflict and 
renewal are the most important features. 
2.4.2.1. Revolutionary Spirit 
While Romanticism, with its revolutionary spiritý is considered as the first movement 
adopting revolution in the modem era, Modernism is deemed as the strongest 
movement in terms of revolution. In addition to the relationship between Arabs and the 
West, Arab circumstances stimulated Arab intellectuals, poets and critics to revolt, 
seeking for freedom, independence from their miserable life relating to politics, thought 
and conventions. 
Despite the Arab modernists' belief that Modernism has many interpretations, and every 
concept acquires its own special property, a revolutionary spiritý as a common 
denominator, is the most articulate characteristic of the Modernist Movement, not only 
in Saudi Arabia but also in the world as a whole. Adunis, who is considered the leader 
of Arab Modernism, has clear revolutionary views, especially in his works published in 
Shil- magazine. The revolution, in Adunis' view, is not only a crucial spirit for renewing 
Arab culture and 196, but also is itself in need of re-examination and renewal, i. e. 
revolution is in need of continuous revolution. As published in Sh? r magazine 
(Badawi, 1975: 235), Adunis believes that poetry, which aspires to nothing more than 
serving revolution and describing its aims and achievements in an optimistic spirit, at 
times to the point of naivete, is poetry that in the end betrays the spirit and meaning of 
freedom and revolution. Regarding revolutionary language, Adunis points out that the 
language of New Poetry is made to say what it has not been taught to say, and in this 
case, poetry becomes a rebellion against language. Thus, it is impossible to create a 
revolutionary Arab culture except by means of a revolutionary language. 
As for the revolutionary spirit of Saudi modernists, many statements and articles have 
been published in national newspapers with, sometimes, general and reserved words. Al- 
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Ghadhdh5mi, who is one of the most important modernist theorists in Saudi Arabia, 
(1987a: 13) confirms that rebellion against previous things is naturally one of the main 
aspects of creative work; thus, a distinction must be made between critical practice and 
ideology. Also he maintains (1987b: 7) that the most important condition for innovation 
is going beyond what is prevalent and customary. In his revolutionary book, al-KkiFbah 
A7i&ij al-Aqw94 Sacid al-Suraybi presents modernist ideas and principles and asserts 
(1986: 39) that modernists should free themselves from the appeal to criteria of wrong 
and rightness. 
Symposia have proved a valuable forum to express modernist conceptions and 
ambitions. For instance, in al-BaaMv symposium in July 1986, Sac-id al-Suraybi affirmed 
that the comprehensive concept of Modernism is much vaster than we have 
acknowledged. The comprehensive vision of Modernism towards the world is much 
more than the limited scope of poetry, novels or criticism. It is a vision that grasps life by 
its shoulders, jerks it strongly and gives to it a new dimension . 
6' When cUkJ. - newspaper 
arranged a symposium in October 1986, with the title 'Towards a Comprehensive 
Understanding of Modernism", A]-Ghadhdh5mi, a]-135zici, al-ýikh5n, Vthm5n ýini, 
Mubammad al-cAli, cAli a]-Qurash! and others participated in a discussion of the best 
method for spreading the comprehensive vision of Modernism, including the intellectual 
dimension, among people in Saudi Arabia 70 . 
As to linguistic revolution, which is one of the important aspects of Modernism, Sacid al- 
Suraybi (1986: 29,49) remarks that the first step towards the closed world of the new 
poem is to be free from the old linguistic vision. Also, he argues that poetry not only 
should have no grammar, but also should be against grammar, to allow the language to 
move freely inside the text. 
2.4.2.2. Vagueness 
Because of its use of vague and elusive language, as mentioned aboveý Modernism is 
expected to be in a state of fogginess in terms of goals, attitudes and creative works. 
Because Arab modernists did not adopt Modernism as a comprehensive project for the 
awakening of Arab countries, but as an imitation or interaction with the West, as well as 
a reaction to political and social circumstances in the Arab world, Arab modernists 
would not be expected to be organised and clear in expressing the movement's goals and 
attitudes. 
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Even though Saudi modernists repeat that they have their own conceptions of 
Modernism, they are still like other Arab modernists regarding the vagueness of their 
goals and attitudes. The Saudi Modernist Movement is not clear and its proponents do 
not know (or perhaps do not tell people) what kind of social and religious conventions 
they want to be removed or rectified and why, let alone the criteria for the change. 
Considering the foggy and vague statements mentioned aboveý regarding the modernist 
revolution, it is understandable that the masses will be in an intellectual battle with such 
a movement in Saudi society. 
As for vagueness on the artistic and linguistic levels, as mentioned above, modernist 
poetry was influenced by some trends, which were created upon vagueness, such as 
Symbolism and Surrealism. According to Cuddon (1998: 882), Surrealism attempts to 
express in art and literature the workings of the subconscious and to synthesise these 
workings with the conscious mind. The surrealist allows his work to develop non- 
logically (rather than illogically) so that the results represent the operations of the 
subconscious. Thus, it is not surprising that modernist poetry can be very vague. 
The images, for instance, of Adunis, al-Kh5l, al-lj5ý and others are difficult and complex, 
self-conscious and often non-representational, reflecting, in a true modernist fashion, a 
deep devotion to the aesthetics of the poem. Their poetry almost contains an element of 
surprise, creating a completely unusual and unexpected atmosphere. As pointed out by 
Jayyusi (1992: 173), the creative strangeness and artistic complexity of Adunis' poetic 
experimentý which influenced younger poets indelibly, held an irrefutable attraction for 
the poets. The robust classical strength of his language, its sublime rhetoric, were rather 
intractable to many younger poets, but the audacity to radicalise linguistic structures and 
coin new vocabulary became a great preoccupation. However, the element that aroused 
the greatest incentive to experimentation among the poets of the 1960s and 1970s was 
Adunis' metaphorical innovation. 
It is true that such poetry, with this level of vagueness, may fail to engage not only 
ordinary people but also some critics and poets who oppose this kind of renewal. Saudi 
modemist poets use vagueness as a yardstick for modemist poetry. cAbdullah Nfir 
(1986: 55) believes that poetry that can be understood is not poetry. Also, al-cAlim 
(1987: 7) says "I do not care if nobody understands me". Sacid al-Suraybi (1986: 17) 
argues that the phenomenon of vagueness, which should be deemed as the foremost 
characteristic of the new poem, is a definitive effect. 
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Although vagueness in modem poetry as a whole was considered an abnonnal and odd 
aspect in the beginning of its appearance, and was rejected by the majority of people 
across the Arab world, vagueness at the present time, and in the case of the poetry of the 
selected period of this study, is deemed a central aspect of the character of modern 
poetry, which substitutes the intellectual concepts and visions for subjective and lyric 
poetry that dominated Arabic poetry throughout the history. Thus, this study 
investigates some vague poems under the analysis of some Saudi poetic phenomena and 
Chapter Eight, in particular, focuses on vagueness and the Saudi poets' adventure of 
distinction. 
2.4.2.3. Conflict 
Because of its revolutionary spirit and rejection of the permanent principles of the Arab 
and Islamic nation, the Modernist Movement was expected to face a mass conflict. 
Although almost all Arab countries have a trend or trends against Modernism, especially 
after it spread among people, Saudi Arabia and Egypt are considered to have the 
strongest trends against modernist ideas as a result of having huge Islamist movements 
supported by the masses. 
It is obvious that the conflict is mainly between Islamist trends and Modernism, as in the 
cases of Saudi Arabia and Egypt, but there are other strands of opposition to Modernism 
for non-Islamic reasons such as belief that Modernism is destroying traditional customs, 
Arab poetic rhythms and styles of poetryý Arab values etc. 
Both trends have defects in terms of adoption or rejection of new ideas. As stated above, 
modernists, in Saudi Arabia, were obscure, rebellious, rejected others, felt superior and 
did not study the society; therefore, they failed as a mass movement. The Islamist trend, 
in general, was suspicious, superficial and had many complexes. In spite of its failure as a 
public trend in dealing with the masses, the Modernist Movement is successful in 
developing literature and criticism in the country, due to their open minds towards 
literary and critical methods and trends, whether in Arabic culture or other cultures in 
the world. Thus, despite its negative effects and mistakes, the conflict between the two 
trends in Saudi Arabia has advantages with regard to intellectual development as well as 
raising people's level of awareness in both sides, in contrast to the past. 
It could be said that the time from 1988 to 1994 in the country was a period of popular 
outcry against modernists, in view of the strength of the conflict in terms of the violent 
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libelous campaigns, which were being waged. Hence, the conflict was not only between 
the Islamist trend and the modernists, but became a conflict between the masses and the 
modernists. The conflict spread dramatically and every kind of institution, governmental 
and private organisations, schools, colleges, universities, mosques and people's personal 
assemblies, was somehow engaged. 
As a consequence of ignorance and the lack of awareness, many people, who were 
involved in these campaigns (both old and young, educated and non-educated people), 
took an extremist stance in dealing with the modernists. In such an atmosphere, it is 
very difficult to be outside the public trend, to the extent that people who wanted to ask 
questions, think differently or put the conflict in its proper level, would be similarly 
condemned. For this reason, it is clear that conflict is one of the main features of the 
modernist period in Saudi Arabia. Although Chapter Six is allocated to analyse affiliated 
poetry, which represents conflict, in some degree, the aspect of conflict almost dominates 
Saudi poetry in this period, as will be described in this study. 
2.4.2.4. Renewal 
Renewal is possibly the clearest feature of the Modernist Movementý not only in Saudi 
Arabia or in Arab countries, but also in the world as a whole. Regarding poetic 
dependency and creativity in Saudi Arabia, there are three views on the position of 
Saudi poetry and its contribution to Arabic poetry, especially in the modernist period. 
Unlike el-Azma (2001: 24), who believes that Saudi poets are not any longer "the shade 
of the shade" or "the photo of the photo", but have absorbed Western and Arab 
experiences and have created their own literary personality with particular reference to 
Saudi Arabian characteristics, Sacad al-135zici (1991: 145) argues that poetry not only in 
Saudi Arabia but also in the Gulf states, is still far from playing an effective role in the 
Arabic creative movementý because oral culture still dominates the cultural environment 
in these countries. However, Al-N5buls! (1992: 35) has observed that poetry in Saudi 
Arabia, apart from its experimental period, was on the verge of a classical period 
between traditional and modernist poetry, but the conflict between Modernism and the 
Islamist trend destroyed the process. Thus, it is hoped that this study will investigate 
this question and put the Saudi literary contribution, in the modernist period, in its 
proper place within the Arab literary movement. 
Arabic poetry in this stage has been renewed in terms of form and content. With 
relation to contentý classical, romantic, realist and nationalist subjects were abandoned. 
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Arab poets created new subjects, but, because they adopted and absorbed the ideas of 
Surrealism, on which Modernism was founded, with its high level of vagueness, it is very 
difficult to determine a specific issue or subject for the new poetry. Therefore, the 
Fugitive Meaning Approach as a creative thinking-based method, described in Chapter 
Three, was developed to analyse such poetry. It is evident that modem Arabic poetry 
was influenced, in general, by the poetry of Eliot, Edith Sitwell, Lorca and Yeats. 
However, modernist poetry, especially that of the SMr group, was influenced directly by 
Edgar Alan Poe, Baudelaire, Rimbaud, Mallan-ne and others in terms of the linguistic 
trend, which dominates modernist poetic language and, therefore, a specific topic or 
subject of the new poem cannot be determined (Adunis, 1980: 317). Because of the great 
attention paid to composing the new poem as a linguistic adventure, Salid al-Suraybi 
(1986: 27-31) maintains that the new poem has no function, such as traditional poetry 
had, except for linguistic experimentation. 
The use of "' myths and folklore, which is deemed as part of the textual message of the 
new poem, is also considered as one of the main features of the content of modernist 
Arabic poetry. Jayyusi (1992: 148,154) states that myths taken from ancient Phoenician 
and Greek mythology, archetypes from history, especially from Arab history, folklore, 
proverbs and all kinds of allusions were explored with diligence and often with 
creativity. Al-Sayy5b's famous poem, Unshi7dat al-Maýtar, can be considered as the poem, 
which heralded the intensive use of various fertility myths, by such poets as Adunis, 
Khalil Ij5wi, al-Kh5l, eAbd al-ýabFir and ljij5zi, who alluded to Baal, Adonis, the 
Phoenix, Biblical figures like Lazarus and the symbol of the cross. As for Saudi poets, 
they used some figures from Greek mythology such as Cupid, Bachus, Sisyphus, Jupiter 
and figures from other texts like the Bible and the Qur5n, such as Samson and DhU ah 
Qamqýyan. From Arabic fblkloreý they used al-SindiMd, Shahrayk, ShahramTd, ý4ntarah, 
BanU MIN and Sayfibn Dhj"Jizan (Al-Hindi, 1996: 146,148,200). In addition, they not 
only used many elements of Islamic and Arabic heritage, but also used popular heritage 
as will be analysed in Chapter Five. 
As for the renewal of form and rhythm, this is considered as the most characteristic 
feature of Modernism because of the great effort paid to free verse and the prose poem, 
while traditional poetic forms were completely ignored. However, the renewal of poetic 
rhythm was not unique to the contemporary era. Al-Ghadhdh5mi (1991: 91) argues that 
Arab poets since the pre-Islamic era have used Arab poetic rhythm freely, in spite of the 
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sixteen metres rule, which was established by al-Khalil Ibn Abmad al-Fardhidi. Iraqi 
poets since the le century wrote al-Band poetry, which was created on the unit of the 
foot in the same way as Shicral-Tafj7ah ýIzz al-Din, 1986: 138 & al-Mal5'ikah, 1983: 195). 
However, it is widely acknowledged that Western poetry in general, and English poetry 
in particular, preceded Arab poetry in renewing poetic rhythm by the creation of blank 
verse in the le century (Cuddon, 1998: 89 & Gray, 1992: 45). Thus, it will be manifest 
that Arabic poetry was influenced by Western poets, as mentioned above, in terms of 
creating new rhythmical forms. 
Thanks to the Arab Romantic Movement in Egypt and the Mahjar, as stated earlier in 
this chapter, blank verse and free verse were practised by Arab poets in spite of their 
limited range. Alongside these forms, Amin al-Rih5n! in al-Rflý. Juii and Jubr5n Khalil 
Jubr5n in Damcatun wa lbt&lwah, wrote in a new literary genre based on condensation 
of imagery and in the form of prose (al-Ghadhdhdmi, 1991: 20). All the efforts, which 
were made by the Mahjar, the Dilwih and Apollo groups, as well as some Saudi poets 
and critics such as cAw5d, al-Rumayb, AbU Ijaymid, Zamakhsharl, al-Qu5aybi and al- 
Buw5ridi, are deemed as indications of the rhythmical revolution before the modernist 
period. 
Because of translation from English and French, there are many Arabic terms relating to 
new poetic genres. In English. there are blank verse, free verseý prose poetry or the prose 
poem, four terms for three genres, whereas in Arabic there are many ten-fls for one 
genre. Blank verse was translated as: al-Sh? r al-Mursal, a]-Sb? r al-Mtýtlaq or al-Sh? r a]- 
Muq. taliq. Free verse was translated as: Shili- al- Tah7ah, al-ShPr al-ffurr, al-Shiei- al- Taliq 
or al-Shhr a]-TaJ*X. Prose poem was translated as: QJyidat al-NatV2 , al-Nkhr al-Shicii, 
al-SAicr al-Mantha or al-Qgldah aht-IurraP. The terms, Sh? r al-Tafj7ah and the prose 
poem, for free verse and Qa. . y1dat al-Nathr, are selected 
for use in this study because they 
are widely used by Saudi critics and poets". In view of their importance in terms of the 
formal change in this period, ShPr a]-TafRah and the prose poem wiU be covered in 
separate subsections. As for the reasons for rhythmical renewal, al-Mdld'ikah (1983: 56- 
65) states that the tendency towards Realism, the yearning towards independence, 
aversion for predetermined models and preference for thematic purport over the 
importance of form, were the most crucial factors in the change of Arabic rhythmical 
form. 
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2.4.2.4.1. ShiTal-Tafj7ah 
According to Nizik a]-Mal5'ikah (1983: 79-93), a leading poet and writer on modem 
Arabic poetic theory, the new rhythmical form can be divided into two parts: Sbisr al- 
TafRah, and the prose poem. Shier al-TafRah is based mainly on two principles. The 
first is the use of a single foot (TaFRah), as the basic metrical unit, the poet being free to 
use the number of feet he needs according to his emotion or idea. This liberates the poet 
from the metrical form of the traditional line (Bayz), which forced him to write his poem 
with an equal number of feet in each line. Secondly, the poet is no longer limited in the 
matter of rhyme and can vary the rhymes so that they correspond with his emotional 
and mental state. This metrical freedom gave the modem Arab poets a wide scope from 
which to choose the rhythmical forms, which best fitted their subjects and moods. 
However, al-T5MI (1988: 72) points out that the poet has the freedom only to vary the 
number of feet in each line, whereas the feet used in a poem must belong to a particular 
metre and follow the specific rules of that metre". 
Jayyusi (1992: 148), and al-Mald'ikah herself (1983: 35), claim that al-Maid'ikah's poem, 
al-KuArJ, published in 1947, was the first Arabic poem to be written in the SMr a]- 
Taf, ffah form, but in fact there were many poetic experiments before that date across the 
Arab world. cIzz al-Din (1973: 219) remarks that free verse was being published in Iraqi 
newspapers since 1921. Al-rIrgq newspaper published a poem in the Shi'sr a]-TafRah 
form in 1921, by a poet designated only by an initial. Another poem by al-M5zini, one of 
the leaders of the DIMIn group in Egyptý was published in 1923 in the Iraqi magazine, 
ahyuiiýyah- 
As for Egypt, Alýmad AbF1 Sh5di is deemed as one of the poets who boldly experimented 
with the ShPr al-Td-Wah forming his Dj'w5n, al-Sha, 6q al-BAU in 1927. Furthermore, 
cAli Abmad 135kathir translated Shakespeare's play, Romeo and Jidie4 in 1936, in a 
mixture of al-ShAr al-Mursal, (blank verse) and SAAr a]-Taf-17q, (al-Ghadhdh5m!, 
1991: 31). Hence, it cannot be said that al-Ma]5'ikah was the first poet to practise Shicr 
al-TafRah. Despite all these efforts in creating ShPral-TafVah, however, Badr Sh5kir al- 
Sayy5b is considered as the real founder of ShPr al-Tah7ah, in the view of the high 
quality and large quantity of his poetry in that form (Badawi, 1975: 250)". 
As for Shicr al-Taf&h in Saudi Arabia, T5hir Zamakhshari, in an interview with al- 
YamiTinah magazine in 1970, expressed the view that Ijamzah Shao5tah was the first 
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Saudi poet, who wrote this type of poetry, followed by MOammad Ijasan cAww5d. The 
first generation of poets, who wrote Shi'7r al-Tafffih, during the 1940s and 1950s, such 
as Shahh5tah, cAww5d, Zamakhshari and Qandil, are considered as immature 
exponents, in contrast to al-Rumayb, AM Haymid, al-Quýaybi and al-Buw5ridi (A]- 
fj5mid, 1993: 344-346). 
Thus, SM- al-TafRah was practised in the 1940s and became a well-known type of 
poetry in the country in the 1960s, although a]-Ya_by57 (2001: 20) and a]-B5zicI 
(1991: 19), believe that SM- al-TafRah only started in the 1970s. It is probably true that 
Sa0ad al-Ijumaydin was the first Saudi poet to publish a DFwjn of Shpr a]-TaFllah, in 
1977. However, the earlier experiments should not be underestimated: the poetry of al- 
Quýaybi and* al-Buw5ridi, for example, was of high quality. Starting from this period, 
ShPr al-Tafi7ah became a main trend even among traditional poets and reached its peak 
in the country. 
2.4.2.4.2 The Prose Poem 
The prose poem is wholly divorced from any metrical structure. It has neither rhythm 
nor rhyme, but depends for its effect on internal rhythms. Therefore the poet must 
employ his skill and exploit the poetic element of prose, and concision of expression 
must prevail throughout the entire poem (EI-Azma, 1969: 64). According to its 
apologists, Adunis and M-Ijiij, the prose poem is the medium best suited to the 
expression of modem sensibility. In his introduction to his first Dj'wZn, al-lj5j describes 
the prose poem as 'the highest point in language to which the poet has so far aspired' 
(Badawi, 1975: 228). 
Unlike Sbilr al-Taflffih, the prose poem appears on the page as prose and is generally 
divided not into lines but paragraphs. Whereas Shier al-Taf-cffih starts from verse, as it 
were, prose is the starting point of the prose poem. Al-Ij5j asserts that the prose poem 
appeared, firstly, as a result of the weakness in traditional poetry; secondly, from the 
feeling that the world had changed and continued to change, imposing new attitudes 
which in turn imposed new forms; thirdly, as a result of translations from Western 
poetry; and fourthly, as a stage of development of Shh- al-Tah7ah, , some of which had 
succeeded in approximating to common speech (Jayyusi, 1977: 632). 
The first Western generation of the prose poern, as pointed out by al-Kh5l (Bazziin, 
1996: 79), involved Baudelaireý Rimbaud, Whitman, H. Michaux, Lautreamont and 
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others. While Baudelaire is considered as the founder of the prose poem in the West, 
Amin a]-Rihiini, in al-RLMV 0, R, and Jubr5n Khalil Jubrdn, in Damcatun wa IblisJ'mah, 
who wrote a new literary genre based on condensation of imagery and in the-form of 
prose, are considered as the leaders of the prose poem in the Arab world (Jayyusi, 1977, 
633). 
With relation to the prose poem in this stage, it was started by the Shh- group in 
Lebanon in the 1950s. Although Jabr5 lbr5him Jabr5, Tawfiq $5yigh and Albir Adib had 
already begun to experiment with this form, the first published example was in 1958, in 
Sh1r7 magazine. In view of his poems, which were published in al-Ad-ib and al-, Kd5b 
magazines, Jabrii lbr5him Jabr5 argues that he was the first published poet in the prose 
poem genre. Whoever was the firstý the prose poem was established and spread among 
Arab poets by virtue of Adunis, al-Miighiit, al-1-15ý, ýiiyigh, al-Kh5I and others. At the 
same time there were some famous poets who did not practise the prose poem and were 
satisfied with Shilr al-Tal*, Uah, such as al-Sayy5b, al-Bayy5t!, cAbd al-ýabiir, al-MalTikah, 
Darw1sh, Qabb5ni and others (Bazzlin, 1996: 88,107)"'. 
As for the prose poem in Saudi Arabia, it was stated above that Muhammad aVKmr al- 
Rumayb (b. 1927) and N5sir AN Haymid (b. 1929) were the first Saudi poets who had a 
continuous connection with the Lebanese literary environment in the time of the 
creation of the prose poem by the ShiT group. Therefore, they were involved not only in 
practising the prose poem but also in publishing their poems in Lebanese magazines. 
During the period from 1947 until 1959, al-Rumaylý and Ab(i Ijaymid were publishing 
their poetry in Lebanon. Thus, it is not surprising that the prose poem occupied most of 
the first DiMTn of AbF1 Ijaymid, Qalaq (Ibn ldris, 1960: 100,145 & al-lj5mid, 1993: 374, 
376). 
Given this, it will be obvious that Saudi poets composed the prose poem as early as the 
first generation of Arab poets. Therefore, it is not accurate to date the history of the 
prose poem in Saudi Arabia, as does al-Yalýy5I (2001: 20), to the publication of the first 
DIMDi of Fawziyyah Abii Kh5lid, fli Mai YakhWnak Laylat al-Uhs in 1973. 
In addition to the first generation of the prose poem, which includes al-Rumayb, Abfi 
Ijaymid and Fawziyyah Abli Kh5lid, there is a new generation, which includes 
Moanunad 'Ubayd al-Ijarbi, Ghassdn al-Khunayzi, Alýmad al-MuII5, Ijamad al-FaqUi, 
cAli al-cAmri, c1d al-Khamisi, lbrdhim al-Ijusayn, Abmad Katt-5cah and others. Further, 
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there are some poets, who are practising the prose poem to a limited degree, such as 
Muhammad al-Dumayni, cAli al-Dumayni, Muhammad Jabr al-Harbi, al-Thubayti, al- 
$-ikh5n and al-Zayd. 
Although the prose poem has existed for a long time, not only in Saudi Arabia but also 
in the Arab world, it cannot be said, its significance, attention and spread among people 
is equal to that of ShAral-Tafj7ah. 
2.5. Conclusion 
To sum up this long chapter, it discusses the stages of literary evolution in Saudi Arabia 
during the 20ýh century, which are Neo-classicism, Romanticism and Modernism. The 
latter has been explained in detail, by focusing on its historical introduction in the Arab 
World and Saudi Arabia, and general features, such as the revolutionary spirit, 
vagueness, conflict and renewal. In Sociology, literary movements are essential in social 
change and many modern social movements had been facilitated by literature 78 
Therefore, these literary movements in modem Saudi literature have played a crucial 
role in the social development and awareness in Saudi society. 
Because the Arabian Peninsula was almost isolated from the outside world, except 
Makkah and al-Madinah 79, it can be said that colloquial poetry (al-ShPr al-5hachior al- 
Nabap), before the 20'h century, dominated the bedouin society, despite the fact that 
there were a few poets who composed neo-classical poetry. Tberefore, neo-classical 
poetry, at that time, is considered feeble in both themes and artistic language, as a result 
of not only the practice of both neo-classical and colloquial poetry at the same time, and 
the tendency to follow Arab poets of retrogressive centuries, who were keen on lexical 
embellishments, but also because it was swamped in volume by colloquial poetry. 
The 20' century is different from the time before, since Saudi literary milieu, is not 
isolated from other literary milieus in the Arab world. When Saudi poetry witnessed the 
three main literary stages, which are Neo-classicism, Romanticism and Modernism, 
during the Wh century, it was influenced by some literary milieus in Egypt, Syria, Iraq 
and Lebanon. 
The aim of the neo-classical poetry in Saudi Arabia, which was practised by three 
generations: the Ibn cUthaymin, al-Ghazz5wi and al-5abb5n groups, was the same as 
that of Egyptian neo-classical poets, such as al-Biiradi and Shawqi, which was to 
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produce verses, which were meaningful in their clarity of adopting Arabic poetic style in 
its golden era, and to refrain as much as possible from the trivial pursuits that 
characterised the poetry of the'period of decline'. 
Although the al-Ghazz5wi and al-ýabb5n groups were writing at almost the same time, 
a distinction should be made between them owing to the different methods relating to 
following new trends in the Arab world. Furthermore, although there are some primary 
distinctive features of the poetry of the three neo-classical generations, such as the use 
of the classical aglitg(] (thematic types), their poems are frequently impersonal, and 
their experience is hidden, somewhatý beneath layers of convention, the al-ýabb5n group 
are deemed modern, open to change and more prepared to move forwards, because of 
their relationships with the Egyptian literary milieu. 
When the anti-classical trends were already making inroads on the literary milieu in the 
Arab world during the 1920s, the Arab romantic school had established itself in Egypt, 
by the early 1930s, and the romantic model (in concepts, language and prosodic 
preferences) came to occupy a central position in modem Arabic poetry. Because of its 
flexibility, readiness for change and open-mindedness from the beginning, the al-5abb5n 
group was the leader of literary renewal in Saudi Arabia. 
As a type of interaction with this new movement in Arabic literature, in general and 
Egyptian literature in particular, cAww5d, who is deemed the founder of Romanticism in 
Saudi Arabia, published his book, Ahawdtir Mtýsarrafiah in 1926, in which great 
attention was paid to the internal literary affairs. Although cAww5d and al-ýabbgn were 
opposed by many of the older writers, who tried to halt their advance, they worked 
together to spread their ideas among poets. 
In general, while the first generation of romantic poets in Saudi Arabia were more 
influenced by the Mahjar and the Djlw, ýin groups than by the APOUo group, the distinct 
influence of the ApoEo group was strong on the second generation of the movement, 
especially in their poetry during the peak of the Romantic Movement in Saudi Arabia. 
When some Saudi poets turned to Realism, after the Second World War, they meant a 
call for a high level of social participation with people, on both of their concerns and 
ambitions, and a contribution to educating and developing people according to Arabic 
and Islamic values. As a resultý Realism prompted Saudi poets to embrace Pan-Arabism, 
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which was an understandable movement at that time, since Nasserism reached its peak 
in the 1960s and 1970s across the Arab world. 
It is obvious that the majority of neo-classical Saudi poets were from al-Ijij5z region in 
the country, since the educated people were more in number, at that time, than people 
in the Najd region. However, when Saudi poets accepted the revolutionary aspect of 
Romanticism by adopting Pan-Arabism, most of the Saudi poets in Najd became pan- 
Arabist, which may be not only because of the increased number of educated people in 
the region, but also because Pan-Arabism met the cultural and desert characteristics, 
which are considered responsible for increasing the revolutionary spirit in the country, 
as well as being in conflict. 
In other words, the factors that motivated Saudi poets, especially from Najd, to adopt 
Pan-Arabism were not only clear factors, such as the sympathy for struggling for 
independence in some Arab countries, the Arab-Israeli conflict, the struggle to combat 
ignorance and poverty, since the romantics called for changeý reform, renewal, but also 
indirect factors, which had s strong impact on the subconscious and behaviour, such as 
the desert mentality and the historical accumulations that took place in the Arabian 
Peninsula throughout the ages. 
Because the al-5abb5n group were influenced by pan-Arabist poets in Syria and Iraq, 
such as a]-Jabal, a]-Jaw5hiri and al. -Ruý-afi, it gained popularity and dealt effectively with 
the press, and believed that poetry should not be restricted to 54mi9d al-SbPr, but should 
also reflect the conceptions and feelings of the poets, they were on the whole more 
successful in their political and social poetry than the other groups. Because of his 
efforts in terms of theorisation and practice of poetry, starting from his book, Kbawjýtir 
Mgsaffaýah, and continuing in his other books and MwiD2s; ': Aww5d is considered as 
the leader of the literary renewal movement in Saudi Arabia, even in the stage of 
Modernism. He was not only the first Saudi critic with a revolutionary spirit and high 
level of ability to gather adherents, but also the first poetý who tried to theorise and 
practise the new poetic forms. 
As for Modernism, there was a big change in both the quality and quantity of poetry, 
compared to Neo-classicism. and Romanticism in the country. While Saudi poetry had 
formerly been influenced only by Arab countries, in this stage it was influenced not only 
by Arab countries, such as Lebanon and Iraq, but also by Westem countries, through 
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translation and Saudi students, who returned from abroad. Thanks to the efforts of 
modernists, who worked to spread modernist ideas among people in the press, literary 
clubs and festivals, Saudi women became involved in the literary activities and began to 
contribute to Saudi poetry for the first time in history. The conflict between trends in 
the country is one of the changes that came with the Modernist Movement, which did 
not happen in the previous stages. 
Besides the influence of Lebanese literary environment on Saudi poetry, represented by 
al-Kh5I and Adunis' influences on al-Rumayb, AbU Ijaymid, al-cAli, al-Dumayni al- 
Ijumaydin and others, the influence of the Iraqi literary environment on Saudi'poetry, 
represented by al-Sayy5b and al-MaWikah's influences on cAww5d, for example, was 
very important too. When the Modernist Movement spread among people, men and 
women, new and old generations, it was confronted by the Islamist trend and the masses 
across the country in the late 1980s. Both sides in this conflict made mistakes, in tenris 
of misunderstanding, lack of appreciation and inflexibility, which influenced the 
development of intellectual awareness, and constrained some modernist people to move 
to Postmodernism, which accepts others' existence and opinions. 
As mentioned above, the modernist stage is considered the richest stage in the local 
literary milieu, whether in terms of its variety of qualitative aspects and features 
regarding its position in modem Saudi history, such as its revolutionary spirit and 
conflict between trends, or in terms of its artistic aspects and features, such as poetic 
vagueness and seeking and spreading renewal in poetry. 
The following chapter will discuss the Fugitive Meaning Approach, suggested by the 
present researcher, and explain its stylistic, structural and creative thinking backgrounds, 
before it is applied to the poems investigated in this study. 
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Chapter Three 
The Fugitive Meaning Approach as a Creative 
Thinking-Based Method 
3.1. Introduction 
Because it is the theoretical chapter in this study, this chapter will discuss the models, 
derived from linguistic or non-linguistic theories, behind the Fugitive Meaning 
Approach. These are Stylistics, Structuralism and Structural Stylistics, which is based 
upon both of them, as a linguistics background, and Creative Thinking, as a means of 
thinking in analysing literary texts. After giving a historical introduction of 
Linguistics, a§ an original field of Structural Stylistics, the main concepts and 
principles of Stylistics, Structuralism and Structural Stylistics will be described. The 
Fugitive Meaning Approach, developed by the present researcher, as a creative 
thinking-based method and a essential means in carrying out the analytical part of 
this study, which contains chapters five to eight, will be discussed, focusing on its 
basis of creative thinking, its concepts taken from other approaches and its originality, 
in order to put the approach, into a proper perspective. 
3.2. Historical Introduction 
Structural Stylistics; is a theory created by combining some of the main concepts of 
Stylistics and Structuralism, which were produced from the basic conceptual tools of 
Linguistics and structural analysis developed by the Swiss linguist, Ferdinand de 
Saussureý in the early part of the last century. De Saussure's course of Linguistics, 
reconstructed from the notes of devoted students, was first published in 1915 and 
quickly became a major influence in modem linguistic studies. In it, Saussure 
developed a number of concepts that have influenced all later structural thought. 
Robins (1976: 206) has pointed out that after the publication of de Saussure's book, 
other books were published in Europe dealing wholly, or principally, with Synchronic 
Linguistics. The inauguration of a series of international congresses of linguists in 
1928 is further illustration of the growth of interest in synchronic linguistic research. 
However, thanks to Franz Boas, Edward Sapir and Leonard Bloomfield, it was in 
America that Linguistics, and in particular Descriptive Linguistics, received most 
recognition in universities during the 1920s; and the genesis and course of American 
Linguistics in the inter-war decades exercised a profound and lasting effect on the 
development of linguistic studies and linguistic thinking throughout the world. As for 
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Britain, a Distinctive Linguistic Theory and the recognition of General Linguistics as 
an academic subject in Britain owe most to I R. Firth, Professor of Linguistics in the 
University of London (1944-1956). Firth devoted much of his attention to phonology, 
in which he put forward the theory of prosodic analysis. This was conceived within 
his general theory, which may be called the contextual theory of language. 
According to Robins (1976: 200), de Saussure's ideas may be organised under three 
headings. Firstly, he formalised and made explicit, what earlier linguists had assumed 
or ignored, namely, the distinction between the synchronic perspective, in which 
languages are treated as self-contained systems of communication at any particular 
time, and the diachronic perspective, in which the changes to which languages are 
subject in the course of time are treated historically. Secondly, he distinguished the 
linguistic competence of the speaker and the actual phenomena or data of Linguistics. 
Thirdly, de Saussure showed that any language must be envisaged and described 
synchronically as a system of interrelated elements. This statement of the structural 
approach to language underlies virtually the whole of modem Linguistics. In short, 
his greatest contribution to language study was the introduction of the idea that 
language is a system of arbitrary signs governed by universal laws, an idea which 
gave birth to a variety of linguistic -models and theories. Saussures ideas were 
further 
developed by his students, by the Geneva School of Phenomenology and by the 
Prague Linguistic Circle. The theories of Russian Formalism are also associated with 
Linguistic and Structuralist Theory. The efforts of Charles Bally, Roman Jakobson, 
Claude Levi-Strauss, Michael Riffaterre, Roland Barthes, Noarn Chomsky and others, 
provided theories and models such as Stylistics, Structuralism, Semiotics, Semantics, 
Structural Poetics, Structural Stylistics, and Generative Grammar. The overlapping 
interest of Linguistics and other disciplines has led to the setting up of new branches 
of the subject in both pure and applied contexts, relating to sociology, psychology, 
anthropology and other disciplines 
As for Neuro-Linguistic Programming, besides its linguistics basis, it includes some 
theories of Sociology, Psychology, Anthropology and Communication Theory, in 
order to achieve a holistic understanding of the human being's activities. For this 
reason, the Fugitive Meaning Approach, which is based on Structural Stylistics, 
adopts Creative Thinking, as well as some techniques, developed in the field of 
Neuro-Linguistic Programming, in analysing texts as human beings' products. 
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3.3. Stylistics 
The concept of Stylistics, its main features i. e. foregrounding, parallelism and 
deviation, and the stylistic approaches will be studied in this section. 
3.3.1. Introduction 
Stylistics is a critical approach, which uses the methods and findings of science of 
Linguistics in the analysis of literary texts. Stylistics developed in the 20 th century and 
its aim is to show how the technical linguistic features of a literary work contribute to 
its overall meanings and effects. It is certainly an approach to literature, which has 
yielded a large amount of practical work distinctly different in tone and method from 
what readers are accustomed to (Bany, 1995: 202). 
As mentioned by Taylor (1981: 23), Charles Bally, who is considered the founder of 
Stylistics, and co-edited de Saussure's course of General Linguistics with Albert 
Sechehaye, states that Stylistics studies the elements of a language organised from 
the point of view of their affective content; that is, the expression of emotions by 
language as well as the effect of language on the emotions. According to Ducrot & 
Todorov (1981: 76), Bally sought to develop a Stylistics of the language, not of 
literary works. Starting from the idea that language expresses thought and feelings, 
he concluded that the expression of feelings constituted the proper object of 
Stylistics. Some ten years after Bally, the work of L. Spitzer, the other great initiator 
of modem Stylistics, was inaugurated. Early in his work, Spitzer sought to establish a 
correlation between the stylistic properties of a text and the psyche of the author. 
Following the publication of the works on Stylistics by Bally and Spitzer, an interest 
in Stylistics gradually spread across Europe. It was in the 1960s that it really began to 
flourish in Britain and the United States, given impetus from post-war developments 
in Descriptive Linguistics. 
The study of style can be viewed in several ways, so there are several different 
stylistic approaches. Butý the fact that there is a variation in tenns of theory signals 
there is also considerable variation in practice. As a result of being a hybrid creature 
and evolving in many directions at the same time, modern Stylistics can be defined as 
a branch of Linguistics, as a branch of literary criticism and as an interdisciplinary 
principle bridging the two fields of study. To define Stylistics as a branch of 
Linguistics is to categorise it with phonological, morphological, lexical and syntactic 
studies, Textlinguistics, Sociolinguistics, etc. When Stylistics is categorised with 
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literary criticism, it is to be ranked equally with other literary theories such as Marxist 
criticism, formalism, literary Structuralism, new criticism, reception theory, 
deconstruction, new historicism, feminist criticism, and so on. According to 
Widdowson (1975: 3), who first defined Stylistics as an interdisciplinary term, 
Stylistics is the study of literary discourse from a Linguistics orientation, and what 
distinguishes Stylistics from literary criticism on the one hand and Linguistics on the 
other, is that it is essentially a means of linking the two and has (as yet, at least) no 
autonomous domain of its own. 
Wales (2001: 372) affinns that Stylistics in many respects, however, is close to literary 
criticism and practical criticism. By far the most common kind of material studies is 
literary; and attention is largely text-centred. The goal of most stylistic studies is not 
simply to describe the formal features of texts, for their own sake, but in order to 
show their functional significance for the interpretation of the text; or in order to 
relate literary effects or themes to linguistic 'triggers' where these are felt to be 
relevant. In short, the interattraction between Linguistics and literary criticism as well 
as the overlapping of Stylistics and other disciplines has led to the setting up of new 
branches, which will be mentioned below under the title of 'Stylistic Approaches'. 
3.3.2. Common Features of Stylistics 
The purpose of writing literature is obviously less easily defined than the purpose of 
other writing such as advertising material or political pamphlets, and the fact that 
some features occur relatively frequently in a literary text does not by itself guarantee 
that they are of particular importance. The typical way of dealing with this problem 
is by reference to the notion of foregrounding, as a fundamental technique in stylistic 
analysis. An application of this technique to the language of literature is linguistic 
deviation and parallelism. Saif (1976: 139) has pointed out that deviation consists 
mainly in the intentional distortion of the regular patterns and nonns of the general 
language, often to the extent of creating new communicative values, whereas 
parallelism consists in the introduction of extra-regularity within the literary text. In 
other words, if deviation is considered to be "foregrounding by means of irregularity', 
parallelism, on the other hand, can be regarded as "foregrounding by means of extra- 
regularity'. 
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3.3.2.1. Foregrounding 
Because literary texts are artefacts, there is a natural tendency for readers to see 
attention-getting as purposeful, and to attribute greater significance to areas where 
such phenomena occur than to other parts of the text. This response is a 
psychological one: the reader is experiencing foregrounding. It is not easy to give 
instant definitions of what foregrounding is : the best that can be hoped for, is to 
identify places where it occurs and describe what textual features seem to cause it 
(Thomson, 1992: 41). Deviation and parallelism are the important linguistic devices 
making foregrounding in literary texts. 
According to Peer (1986: 1), the major contributions made to the theory of 
foregrounding can be summed up in three stages : its roots in Russian Fon-nalism, its 
elaboration in (Prague) Structuralism, to its further development in (British) 
Stylistics. Firstly, Shklovsky, who belongs to the Russian Formalist Group, has 
mentioned that the function of art is to make people aware of the world in a fresh 
way through defamiliarisation or making strange (Peer, 1986: 1). As mentioned by 
MalmkJar (1991: 441), the way to make the world strange through text is by 
foregrounding certain aspects or features of itý the idea being that certain aspects of a 
work can be made to stand outý be foregrounded so that a form of linguistic 
highlighting can be achieved through breaking the norms of the standard language. 
Secondly, Havranek, from the Prague School, develops his argument on the 
functional differentiation of the standard language. On the basis of three processes 
(intellectualisation, automatisation and foregrounding), Havranek proposes 
differentiation of a language into three modes: scientific language, everyday language 
and poetic language (Peer. 1986: 5). In this sense, Wales (2001: 157) observes that the 
function of poetic language is to surprise the reader with a fresh and dynamic 
awareness of its linguistic medium, to de-automati se what is normally taken for 
granted, to exploit language aesthetically. Thirdly, a further development made by 
Leech is a distinction between two types of foregrounding namely, paradigmatic and 
syntagmatic foregroundings (Peer, 1986: 14). 
Thus, foregrounding is the 'throwing into relief ' of the linguistic sign against the 
background of the norms of ordinary language. So the regularised patterns of metre, 
for example, are foregrounded against the natural rhythms of speech. Further, 
foregrounding not only attracts attention but also allows the reader to infer meanings, 
which are not explicit in the text. 
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3.3.2.2. Deviation 
Deviation has been defined as the deliberate violation of the generally accepted rules 
of language for certain aesthetic purposes. In other words, deviation is the conscious 
distortion of a common established pattern, and in this respect, it can be described as 
"deliberate fon-nal irregularity' (Saif, 1976: 20). Also, Leech and Short (1981: 48) 
define deviation as the difference between the non-nal frequency of a feature, and its 
frequency in the text or corpus. Because deviation is particularly associated with 
poetic language, the reader's expectations and tolerance of the unusual, in structuring 
and conceptualisations, are high. Unusual metaphors or similes, for example, 
produce unexpected conjunctions of meaning, forcing fresh realisations in the reader. 
Wales (2001: 103) remarks that deviation, which results in the deviant features being 
placed in the foreground of the poetic structure, refers to divergence in frequency 
from a norm, or the statistical average. Such divergence may depend on the breaking 
of normal rules of linguistic structure and so be statistically unusual/infrequent, or 
upon the over-use of normal rules of usage, and so be statistically unusual in the 
sense of over-frequent. 
Deviation implies reference not only to the linguistic form of literary language but 
also to other aspects including syntactic/grammatical, semantic/ lexical, phonological 
and morphological. In addition, Levin (1965: 226) has argued that there is a 
distinction between external and internal deviation. Intemal deviation is when the 
writer violates a rule that lies outside the limits of the text itself (whether it is poetry 
or prose): the grammar of the language, the conventional norms for writing, the 
traditional subject-matter, the cultural and aesthetic norms of a given society. For 
instance, short sentences seem to be the norm in short stories, so if one or two long 
sentences occur, they will be considered deviant from that norm, although long 
sentences are normal in language systems. This concept derives from our expectations 
of reading a text. As for external deviation, according to Peer (1986: 18), Levin, also, 
distinguished between two kinds of extemal deviation, namely, determinate and 
statistical deviation. 
3.3.2.3. Parallelism 
Foregrounding can also result from another major device, which is almost the 
opposite of deviation 2, namely, parallelism. In general, parallelism consists in the 
deliberate repetition of structures and formal elements, where the language usually 
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offers more variety. Parallelism, in other words, is a form of repetition of some 
linguistic features, whether syntactic, lexical or phonological, for certain aesthetic and 
communicative reasons, or the introduction of extra regularities (as compared with 
deviant irregularities) into the language of literature. 
Despite the dissimilarities between deviation and parallelism, Wales (2001: 157) 
believes that parallelism, in one senseý is a kind of deviation, as the entry for that term 
reveals: it violates the normal rules of usage by over frequency. Repetitive pattems, of 
sound or syntax, for example, are superimposed on the background of the 
expectations of normal usage, and so strike the reader's attention as unusual. 
According to Fabb (1997: 137-152), parallelism can have three types: structural, 
semantic and canonical. Structural parallelism involves similarity of structure. The 
structure involved may be syntactic, morphological or phonological. Semantic 
parallelism holds where two sections of text can be interpreted to have parallel 
meanings. Often, semantic parallelism arises because of lexical parallelism, where two 
words are interpretable as being parallel to one another. Canonical parallelism is 
similar to metre, in that both are organising principles for a complete text. 
As for its functions, Fabb (1997: 144) remarks that parallelism has perhaps three 
basic functions, though not all functions may be realised by any particular example of 
parallelism. The first function is to be an organising principle, a means by which the 
text takes form. In this, canonical parallelism is like metre. The second major function 
relates to the first. The effects of parallelism and metre are salient with the result 
that the text itself is ostentatiously put forward as something, which has been put 
together as a formal object, revealing the structural principles of the language itself. 
The third major function of parallelism is to express cultural thinking. 
3.3.3. Stylistic Approaches 
Because stylistic analysis may be made for the purpose of testing the validity of 
linguistic theories, for the purpose of getting a better understanding of literature, or 
for the purpose of sharpening the linguistic awareness and sensitivity of language 
learners, stylistic studies can be categorised into Linguistic, Literary, or Pedagogical 
Stylistics (Saito, 1997: 6). Stylistics has been influenced mainly by various branches of 
Linguistics and literary criticism. Accordingly, Linguistic and Literary Stylistics are the 
main branches of it, to the extent that Stylistics is sometimes loosely called Literary 
Stylistics or Linguistic Stylistics. 
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Literary Stylistics is defined by Verdonk (1986: 43) as the interdisciplinary study of 
language as used in literary text. It is interdisciplinary, in that Linguistics provides the 
techniques to describe those formal features of which it is assumed that they 
contribute to some literary or aesthetic effect, in brief, the literary worles artifice. 
Therefore, the aim of Literary Stylistics is to give linguistic evidence for some 
intuitive observations about the literary values of the text. Saito (1997: 117) 
maintains that the starting point of argument distinguishes Literary Stylistics most 
clearly from other types of Stylistics. In the case of Linguistic Stylistics, there is a 
basic assumption about the possibility of description or theorisation, independent of 
the literary values of the text. However, the final goal of Literary Stylistics is a fuller 
appreciation of the text, and there should be some kind of intuitive reading at the 
beginning, which should be justified through subsequent analysis. 
As regards Linguistic Stylistics, it is concerned mainly with the linguistic description 
of stylistic devices. In this sense, it is the pure version of the discipline of Stylistics. As 
mentioned by Ghazalah (1987: 43), the followers of Linguistic Stylistics aim at 
employing the investigation of literary language and style to modify their models for 
the analysis of language and thereby make a step forward in the development of 
Linguistic Tbeory. Thus, Linguistic Stylistics, although useful at the level of linguistic 
description and language awareness, fails to encompass all-important aspects of 
literary text. 
Apart from Structural Stylistics, which will be discussed below, there are many 
branches of Stylistics, due to the inter-attraction between Linguistics and literary 
criticism, as well as the overlapping of Stylistics and other disciplines, such as 
cognitive, computational, discourse, ethical, practical, Phonostylistics, Psychostylistics, 
Sociostylistics (Wales, 2001: 64,74,113,136,312,298,326,373 respectively), feminist, 
functional, contextualist (Bradford, 1997: 86,90,73 respectively) and Creative 
Stylistics (Saito, 1997: 8,9,143). 
In the context of criticising Stylistics, Barry (1995: 203) points out that Stylistics 
assumes that the language of literature is not a 'special case! : on the contrary, literary 
language can be analysed just like any other kind, to reveal precisely how effects are 
created. In addition, even though literary stylisticians have ceased answering the 
'whae question, as linguists stylisticians do, to answer the'why' and 'how' questions in 
literary texts, as Ghazalah (1987: 48) believes, Literary Stylistics has ignored the fact 
that the literary text is only a part of the system that produces the literary work. This 
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includes the author with the external dimensions of the text, as well as the reader 
with his/her particular characteristics, not to mention the relationships between 
stylistic phenomena in a text. 
3.4. Structuralism 
3.4.1. Introduction 
Structuralism is an intellectual movement in the human sciences, which began in 
France in the 1950s, and has affected a number of fields of knowledge, especially 
philosophy, anthropology, history, sociology, and literary criticism. It has led to a 
fundamental reconsideration of human kind's position, behaviour, function and 
attitude. As mentioned above, Structuralism began in the science of Linguistics, 
mainly in the work of Saussurej who was a key figure in the development of modem 
approaches to language study. Cuddon (1998: 868) believes that Structuralism is 
built upon the idea of Saussure that language is a sign system or structure whose 
individual components can be understood only in relation to each other and to the 
system as a whole, rather than to an external reality. 
However, Bradford (1996: 527) has argued that Structuralism owes a considerable 
debt to the fon-nalist conceptý which was built by arguing that language, be it literary 
or non-literary, is a formative rather than reflective or transparent system of 
representation. The basic premise of structuralists, such as Levi Strauss and Umberto 
Eco, is that human activity and its products, including religion, social conventions, 
ritual, art and phHosophy, are constructed and not natural. All human actions, beliefs 
and habits, from believing in God to the proper use of a knife and fork, are elements 
of a structure. They are meaningful, not because they reflect a transcendent reality, 
but because they are related to each other within a sign system which sustains our 
perception of reality. 
Because Structuralism considers all conventions and codes of communication, it is 
concerned with the language as the main sign of the sign system and thus with its 
signification. Therefore, everything in the theory of Structuralism is the product of a 
system of signification or code. Although codes are arbitrary, without them, reality 
cannot be apprehended; the relationships between the elements of the code give it 
signification. 
Structuralism was developed by some scholars especially in anthropology and literary 
criticism. The first appearance of Structuralism as an independent theory was seen in 
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the work of the anthropologist Levi Strauss and the literary critic Roland Barthes. 
Levi Strauss, who is as much concerned with culture and society as he is with 
literature, developed a structural theory in a consideration of myth, ritual and kinship 
as well as their influences on both consciousness and the subconscious. According to 
Cuddon (1998: 870), the structuralist theories of Roland Barthes reveal a very 
general interpretation of the tenn 'language' as a social practice. He interprets social 
practices involving food and clothes as sign systems, which function on the same 
model as language. Thus, he elaborates the idea that there is a 'garment system', 
which works like a language. In addition to Strauss and Barthes, Jakobson, Culler 
and Chomsky have developed structuralist thought by creating some new theories 
and ideas. Roman Jakobson developed a theory based on the concept of binary 
opposition in the structure of language. He was particularly concerned with the 
metaphor/metonymy opposition and its implication in the analysis of realism and 
symbolism. A theory of Structuralist Poetics has been developed by Jonathan Culler, 
who advances the idea that the real object of Poetics is not the work itself but its 
intelligibility'. He, in shorý focuses on the reader rather than the text. The 
contribution that Noam. Chomsky made to Structuralist Theory was the distinction 
between "Surface Structure"and "Deep Structure', which was later called "Generative 
Grammar". 
3.4.2. Structuralism and Uterary Criticism 
As far as literature and literary criticism are concerned, it is evident that some aspects 
of structuralist thought run counter to common notions about the relationship 
between the two sides of the literary use of language, namely the writer and the 
reader. Writing literature is conceived as an activity ruled only by its own codes and 
conventions and these have no reference to any reality further than or outside the 
system. In other words, Structuralism dares to challenge the long-standing belief that 
a work of literature reflects a given reality, within the literary text itself, rather than 
being constituted of other conventions and texts. 
However, because Structuralism seeks to explore the relationship between the system 
of literature and the culture of which it is a part, Scholes (1974: 10) has observed 
that Structuralism may claim a privileged place in literary study because it seeks to 
establish a model of the system of literature itself as the external reference for the 
individual works it considers. Structuralism has tried to create for literary studies a 
basis that is as scientific as possible. This does not mean that there should be no 
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place in literary studies for the personal and subjective. However, for such work to be 
most productive, an intellectual framework must be established on which the work 
can be based. 
In literary criticism, the duty of the structuralist critics is to disclose the unspoken 
rules of the systems in which cultural phenomena occur. This kind of revealing 
allows a level of theorising, which pragmatic and descriptive criticism had not 
allowed, focusing as they did on exploring the nature of individual phenomena. 
Furthermore, the structuralist critics have worked toward discovering the general 
principles that govern the literary use of language, from the sentence structure of 
fictional construction to the paradigms of poetry. Consequently, the structuralist view 
has made poss ible concepts such as "order of words" and "system of literature". 
As regards studying literature, structuralist critics evaluate literature by analysing the 
conventions of a particular literary genre, a network of intertextual connections, a 
projected model of an underlying universal literary structure, or a notion of literary 
work as a complex of recurrent patterns or motifs. In addition, structuralist criticism 
can interpret literature in terms of a range of underlying parallels with structures of 
language, as described by modem Linguistics. In general, structuralist critics apply the 
concepts of systematic patterning and structuring to the whole field of any particular 
culture, and across cultures, treating languages as systems of signs (Barry, 1995: 49). 
Gray (1992: 276) remarks that structuralist critics differ in approach to studying 
literature. Some of them explore individual works of literature by analysing them in 
terms of linguistic concepts, like phoneme or morpheme, or as if the structure of a 
work resembled the syntax of a sentence. Others concentrate on examining the 
conventions and expectations which a knowledgeable reader understands implicitly 
when reading the work (literary competence), with the ultimate aim of building up a 
kind of grammar or ground-plan of the whole system of literature and its place in 
society. 
Each literary unit, from the individual sentence to the whole order of words, can be 
seen with regard to the concept of a system. The critic can examine individual works, 
literary genres, or the whole of literature as associated systems, and literature as a 
system within the larger system of human culture. The relationships that obtain 
between any of these systematic units may be studied, and that study will be, in some 
sense, structuralist (Scholes, 1974: 10). 
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Literary Structuralism was often criticised not only for being too fbrrnalistý and for 
studying texts as closed systems, outside of their social and historical contextý but also 
for the comprehensive separation between the author and his text after the 
appearance of "the death of the author", a principle created by Roland Barthes, which 
is considered as the first step of the French structuralists themselves to come to 
question basic structuralist principles, and to abandon Structuralism which has now 
been superseded by the even more radical post-Structuralism theories of Jacques 
Derrida, known as deconstruction. 
As pointed out by Cuddon (1998: 60), Barthes attacks the common and traditional 
view of the author as the ultimate explanation of a work. He contends that the 
author can no longer be regarded as the omniscient all-pervading presence and 
influence in a work of literature. He also implies that the reader takes over as the 
prime source of power in a text. Moreover, Barthes has suggested that the birth of 
the reader must be at the cost of the death of the author. The author becomes little 
more than a hypothesis, a person projected by the critic from the text, and a 
convenient catch-all for the critic, whereas the reader is at liberty to see the plurality 
of the text. 
In addition, Scholes (1974: 10) states that Structuralism faces two kinds of danger. 
The first danger is to assume a systematic completeness where none exists. For 
literary Structuralism, one of the great challenges is to discriminate accurately 
between the tendency toward system, especially at the level of the individual work, 
and the failure to achieve it. Genette, in particular, has been eloquent in pointing out 
the danger of regarding literary works as closed and finished objects in order to treat 
them systematically. Another danger for Structuralism has been what may be called 
the formalistic fallacy, for it is related to a criticism usually levelled against formalism, 
and whi ch the Russian formalists, especially in their earliest enthusiasm, sometimes 
deserved. The formalistic fallacy is a lack of concern for the meaning or content of 
literary works, and it is a charge frequently brought against that criticism which 
refuses to acknowledge the presence of a cultural world beyond the literary work and 
a cultural system beyond the literary system. It must be acknowledged that the purely 
formal description of literary works and literary systems is an important part of the 
structuralist methodology. The fallacy lies in the refusal to acknowledge that these 
are not the only aspects, or in the insistence that these aspects function in an entirely 
closed system without influence from the world beyond literature. 
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It would now appear that structuralist thought results in an analytical method, which 
is more theoretical and broader than some other methods and attention is paid not 
much to the evaluation of individual texts as in literary criticism, but to their 
structural patterns, interpretative codes or the formal properties and conventions of 
texts within a genre. 
3.5. Structural Stylistics 
After the appearance of Structuralism as an independent theory, an overlapping 
between Stylistics and Structuralism took place to assist critics and their literary 
studies. This situation has provided various benefits for literary criticism and the 
analysis of literature in general. At the same time, it has led to the founding of a 
modern theory of style, namely Structural Stylistics. With the aim of clarifying certain 
common-sense intuitions about verbal communication that are not understandable 
within a specific linguistic model, the field of Structural Stylistics appeared in the 
writings of Roman Jakobson, Michael Riffaterre and others". 
Although the work carried out by structural stylisticians lies in their attempts to 
fon-nulate a scientific method of analysis, each one of them might seem to be 
exploring a dissimilar theoretical purpose. In addition, the approaches of Jakobson 
and Riffaterre, who are deemed as the important stylisticians who made efforts to set 
up the theory of Structural Stylistics, may be seen to show similar presuppositions 
about the character of language and of communication, and about the appropriate 
form of an investigation into their relationships. Because there is no criterion for 
Structural Stylistics, Jakobson and Riffaterre have endeavoured to create such a 
criterion by means of a preceding analysis of the function of language in 
communication. 
According to Taylor (1981: 45), a Structuralist Stylistic Theory based on Jakobson's 
theory of Poetics conceives of style, in the first instance, as a structure superimposed 
on a linguistic message. A simplified explanation of this point of view might say that 
a message with literary style is organised not only by its ordinary linguistic structure 
i. e. by grammar, but also by an arbitrary arrangement of some of the linguistic 
features into patterns and repetitions. The firstý a pfioii structure, is obligatory for any 
message. The second structure, i. e. superimposed, is the a posteriori stylistic 
structure. The important point here is that this superimposed structure is, in a sense, 
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supplementary and the stylistic structure is imposed on the 'variable features of the 
code rather than on the obligatory features. 
As far as the poetic function is concemed, Jakobson (1966: 353) maintains that 
language must be investigated in all the variety of its functions. An outline of these 
functions demands a concise survey of six constitutive factors of any speech event. 
The ADDRESSER sends a MESSAGE to the ADDRESSEE. To be operative the 
message requires a CONTEXT referred to ("referene' in another, somewhat 
ambiguous, nomenclature), graspable by the addressee, and either verbal or capable 
of being verbalised; a CODE fully, or at least partially, common to the addresser and 
addressee(or in other words, to the encoder and the decoder of the message); and 
finally, a CONTACT, a physical channel and psychological connection between the 
addresser and the addressee, enabling both of them to enter and stay in 
communication. Each of these six factors determines a different function of language. 
However, Jakobson denies the role of the situation in determining this particular 
function of the message. Instead, the fact that a message has a poetic function is 
determined only by cer-tain of its linguistic features. Thus, the situational meaning of 
the poetic message, the message with what is called 'style! by the Jakobsonians, is not 
determined by any other factor of the speech event than the linguistic fonn of the 
message itself (Taylor, 1981: 53). 
In view of his concentration upon analysing the relations between language and 
communication, Riffaterre (1978: 1) contends that the literary phenomenon is 
dialectic between the text and the reader. If the rules governing this dialectic are to 
be formulated, critics have to know that what they are describing is actually 
perceived by the reader; and have to know whether the reader is always obliged to 
see what he sees or whether he retains a certain freedom; and also have to know 
how perception takes place. However, Riffaterre is not concerned with how an 
individual may be able to encode his personal experiences for the purpose of 
communication, but rather with how he could decode such expression; in shorý how 
COMMUDiCation might be achieved. 
As mentioned above, Riffaterre endeavoured to create a criterion for analysing the 
function of language in communication. Although Riffaterre (1959: 162) faced a 
problem, which is the transformation of a sub ective reaction to style into an objective j 
analytical tool to find the constant beneath the variety of judgements, he created a 
methodological device, which was called later "average readee' (arrhilectem). The 
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superreader is the sum of the reactions to a text by a group of informants, including 
critics, translators, pundits and poets, which serve the function of sorting out the 
stylistic features of a message which have a particular function from the features with 
no such function Craylor, 1981: 73). 
Riffaterre's procedural principle is the axiom, "No smoke without fire". However right 
or wrong they may be, the value judgments of the reader are caused by some 
stimulus within the text. Stylistic investigation should use infon-nants who will 
provide us with reactions to the text, in which they describe the segments of the text; 
beautiful or unaesthetic, well or poorly written, expressive or flavourless. But the 
analyst will use these characterisations only as clues to the elements of the relevant 
structure and will not consider whether or not they are justified on the level of 
aesthetics (Riffaterre, 1959: 162). 
With respect to the reader's freedom of interpretation of the textý Riffaterre (1959: 
157,161) affirms that if the linguist has the relatively simple task of collecting all the 
features of speech of his informant without rejecting any, the stylistician must choose 
only those features, which carTy out the most conscious intentions of the author. On 
the other hand, although the author's consciousness is his preoccupation with the 
way he wants his message to be decoded, not only that its meaning or his attitude 
towards it is conveyed to the reader, but also that the latter shares the author's view 
of what is or is not important in his message, that does not mean that the author's 
consciousness encompasses all the features of the message. Riffaterre here indicates 
that the reader does not have freedom to decode the message as he wants, but does 
so as the author wants it to be decoded because the encoding process provides 
stylistic signification as well as a way of helping the reader to absorb the message and 
share it with the author. 
As far as analysing poetry is concerned, Structural Stylistics is built, according to 
Jakobson's theory (1966: 358), upon two basic modes of arrangement, namely, 
selection and combination. Selection is produced on the base of equivalence, 
similarity and dissimilarity, synonymity and antonymity. in other words, a selection 
between alternatives implies the possibility of substituting one for the other, 
equivalent to the former in one respect and different from it in another. As for the 
combination, the build-up of a sequence is based on contiguity as well as 
paradigmatic and syntagmatic structure; in other words, any sign is made up of 
constituent signs and /or occurs only in combination with other signs. This means 
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that any linguistic unit at the same time serves as a context for simpler units and /or 
finds its own context in a more complex linguistic unit. Hence, Jakobson's approach 
sees the empirical criterion of the poetic function of a message as the repetition of 
sounds, of meanings, of complete signs and of intonation patterns. 
Regarding the analysis of poetry, Riffaterre's theory is restricted to some general 
principles, which should be practised by the superreader. Riffaterre (1959: 171) 
believed that the stylistic context is a linguistic pattern suddenly broken by an 
element, which was unpredictable, and the contrast resulting from this interference is 
the stylistic stimulus. The rupture must not be interpreted as a dissociating principle. 
The stylistic value of the contrast lies in the relationship it establishes between the 
two clashing elements; no effect would occur without their association in a sequence. 
In other words, stylistic contrasts, like other useful oppositions in language, create a 
structure. In addition, at a heuristic stage, the task of critics is to gather the facts to be 
analysed, namely the elements which limit freedom of perception in the process of 
decoding. Thus, the actual perception of the elements could be the criterion for their 
identification, and it seems that Stylistics could use the reader as the listener is used 
in speech analysis (Riffateffe, 1959: 159). 
With regard to selection of the stylistic devices and structural phenomena to be 
analysed, Riffaterre (1959: 164) maintained that in the procedure he proposed, the 
analyst will scrupulously avoid hypotheses on facts thus designated and will wait, 
before building a structure, until all signals collected constrain him by their interplay 
and convergence to an interpretation taking them all into account. Therefore, the 
reader should consider all stylistic devices before starting to analyse the text. 
As for the capacity of stylistic devices, Riffaterre (1959: 165-171) mentions that there 
is a capability for one stylistic device to give rise to many effects (e. g. a given word- 
order can stylistically affect any group of words where order is variable, regardless of 
the meaning which is stressed), although each device tentatively identified by the 
superreader, has, as its context, a concrete and permanent background ; one does not 
exist without the other. For style analysis proper, the superreader should pen-nit a 
directness and a rapidity impossible with other approaches: this is evident in the case 
of elusive facts, such as the emotive connotation of the word : sea or ocean. A simpler 
case is the expressivity of a periphrasis, a very common stylistic device, which is 
stylistically efficient because the reader feels it as an unusual substitute for a 
commonplace noun. Furthermore, despite the rejection of the suPerreader's own 
92 
interpretation of his reaction, it is useful to keep his technical terms, which constitute 
a fragmentary metalanguage borrowed mostly from the categories of rhetoric, such as 
metaphor, hyperbole, etc., or their common speech equivalents. 
After their endeavour to establish a theory based on analysing the character of 
language and communication as well as their relationships, which was later called 
'Structural Stylistics', Jakobson and Riffaterre were criticised by some stylisticians and 
critics. Scholes (1974: 27) believes that the Jakobson theory is inadequate in a 
number of respects which must be noted before it can be used as intended. Some of 
the inadequacies are in the ten-ninology and its use. The tenn 'message' itself is used 
by Jakobson in two different senses. At times, it seems to equal "meaning" and at 
other times to equal "verbal form". Moreover, in trying to present a single universal 
description of communication acts, Jakobson has necessarily ignored the difference 
between written and oral communications. 
Regarding criticism of the superreader, Scholes (1974: 37) maintains that Riffaterre's 
superreader is not simply a modest extension of himself. No, it is an attempt at 
quantification of responses in order to move from those responses really stimulated 
by the poem back to the verbal structures responsible for them. The superreader has 
two aspects. He is multiple and he is void. Also, the response of the superreader is to 
be "emptied of content" so that his idiosyncratic interpretations will not interfere with 
the scientific work going on. The fact that Riffaterre's interpretation is truly excellent 
obscures somewhat the difficulties of his methodology. For if Jakobson could not tell 
whether a bit of structure was poetic or notý neither can the superreader tell whether 
a response is poetic or not. 
Thus, it can be concluded that Jakobson and Riffaterre founded their theories on the 
study of the character of language and of communication as well as their 
relationships, because the literary phenomenon is a dialectic between the text and the 
reader (Riffarerre, 1978: 1). As a result, the text and the reader are the only parts, 
which should be investigated in the literary phenomenon. That means that no 
attention is paid to the author, or to the situational and psychological dimensions. 
Because Riffaterre came after Jakobson, the former developed the poetic function to 
be the stylistic function which should organise the relations between functions in 
linguistic communication, as well as complicating the decoding process to draw as 
much attention as possible from the reader. The structuralist character of Riffaterreýs 
theory is clear in three ideas, namely, the accumulation at a given point of several 
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independent stylistic devices, the idea that all stylistic devices in a text must be taken 
into account before starting interpretation, and the view that internal context is the 
second means, after the superreader, of controlling stylistic features. In short, 
Riffaterre endeavoured to make Stylistics as scientific as possible. For this reason, he 
created the superreader to control the interpretation of the stylistic device and 
adopted objectivity and the consciousness. 
3.6. The Fugitive Meaning Approach 
3.6.1. Introduction 
In this section, a special approach developed by the present researcher as a creative 
thinking-based method to permit the critic to be creative in analysing literary texts, 
will be spelled out as the approach that will be applied in the study of Saudi poetry in 
this thesis. The reason for proposing this approach is that, in the researcher's view, 
although the theories above may be considered the nearest and the most suitable 
theories for analysing poetry within the Linguistics' field, each of them focuses on 
some elements of the poem and ignores others. Therefore, they are not appropriate 
theories to be applied not only to Saudi poetry, with its cultural, historical and desert 
characteristics, but also to modem Arabic poetry, with its level of vagueness and 
variety of dimensions. This approach, with its Structural Stylistics and Creative 
Thinking backgrounds, is the most appropriate approach for studying Saudi poetry in 
relation to its variety of dimensions and holistic context. 
Although this approach has been built upon some principles of Structural Stylistics, 
as a linguistics background, and creative thinking, as a means of thinking in analysing 
literary texts, it has its own independence, which will be explained below. Because 
the pursuit of meanings, which needs the critic's ability of creative thinking, is 
deemed the main phenomenon in this approach, it is suggested that it be called "the 
Fugitive Meaning Approach"'. 
It is generally agreed that the human being is naturally a sociable being and was 
created to communicate with others and things in the world. Since language is 
considered as the most important communicational. device, every linguistic piece or 
work carries a message, which may be clear or invisible, complex or simple, conscious 
or subconscious. It is certainly impossible to receive a speech or a text, which has no 
communicational purpose. For this reason, the message carried by language is a 
definitive issue, since there is no functional speech without a message, whether it is 
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intended or unintended, conscious or subconscious, in an everyday or literary 
linguistic context. Modem Arabic poetry is distinguished in many of its dimensions by 
a high level of fogginess and vagueness, which is considered a main aspect of its 
character. Thus, this approach was created not only to deal with such poetry, which 
produces a multiplicity of understandings and interpretations, but also to permit the 
critic to be creative in analysing literary texts. As mentioned above, this approach is 
based, besides Structural Stylistics, on creative thinking. Therefore, a brief description 
of the principles, devices, fields and stages of creative thinking, related to analysing 
literary texts, in general, and relevance to this study, in particular, will be given below. 
3.6.2. Creative Thinking' 
3.6.2.1. The Principles 
Four principles of creative thinking in this approach can be summarised as follows: 
first, the belief that language is incapable of delivering a full meaning in the 
communication process, since it is responsible only for conveying 7% of the 
communication process, while 38% of the message is conveyed by voice tone and 55% 
by body language. Tbus, the analysis, generated in the light of creative thinking, will 
assist the reader to increase his/her understanding of the text7. 
Second, the importance of the meanings, which come from the subconscious, because 
meaning is not filtered by the conscious mind, which sometimes distorts the hidden 
desires of the author. Therefore, this principle motivates the critic to look for the 
hidden meanings and ideas in the text by attempting to make any type of connection 
between the single elements of the text, on condition that the connection is justified 
from the text itself8. Third, a full adoption of al-Jud5nFs view, as described below, 
regarding the hidden meanings, which conceal themselves as much as they can, to 
the extent that they are not to be perceived or known to be so. Fourth, a full adoption 
of the concept of the text message, as explained below, which attracts the critic to 
dream about and work hard to feel closer to it. 
3.6.2.2. The Devices 
Many analytical devices and strategies can be used in the process of creative thinking, 
which facilitate the mind to think in a variety of ways, at various levels of closeness 
and from different perspectives. The most important and effective device in being 
creative in analysing literary texts is the serious attempt of making unlimited, in 
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quality and quantity, relationships between every single element in the text, on 
condition that the connection is based on anything in the text itself. To achieve that 
level in analysing the text, creative connections between the elements in the text 
should be made, whether the connection is expected or unexpected, within the same 
group of elements or from any group of elements relating to the text. For example, 
connection can be made between the elements within the rhythmical group, such as 
the connection between rhyme and metre, the sound of rhyme and some parallel 
words and phrases, the sound of a phrase and metre etc. Also, connection can be 
made between a single element from the rhythmical group and a single element ftom 
any specific group in the text, such as a meaning, the derivation of a word, a structure 
of a phrase, an image, cultural background etc. 
In order to produce a deep creative analysis, making connections between elements in 
the text should focus on the connections between similarities and differences, 
possibilities and probabilities, and cause and effect between systems of any single 
element relating to the text. Also, stating justifications and finding reasons for these 
connections between the variety of elements will assist in making creative analysis of 
the text. For example, because SbPr al-TaFffih has a variety of rhymes in a poem, the 
justifications and causes and effects of similar rhymes, and their connection with 
other elements from outside the rhythmical group are investigated, and the same 
process is made with the dissimilar rhymes. 
Another powerful device in creative thinking is the chunking process, which has 
three types. Chunking up is to move from the specific aspect of an element to the 
general one, in other words, to start with the smaller part and move to the larger. 
Chunking down is to move from the general aspect of an element to the specific one. 
Chunking sideways is to go from one aspect of a level to another aspect of the same 
level. For example, if an image is investigated in terms of its words, their letters and 
sounds with their indications, this is chunking down. However, if it is investigated in 
terms of its relationships with other images in the text, its relationships with the 
poees life or its cultural contextý it is chunking upý. 
In addition, changing perspectives is an influential tool in practising creative thinking. 
Besides having many ways of playing with perspectives". being subjective or objective 
are the two important methods in accomplishing a creative work. For example, being 
subjective in analysing a sentence, conveying an emotion or an attitude, generates 
meanings and ideas that may not be generated while being objective. However, the 
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contrary is also correct. Objectivity facilitates the critic's perception of new meanings, 
which may not be attained with subjectivity". 
3.6.2.3. The Fields 
As mentioned above, the fields of making creative analysis are all of the elements in 
the text or around the text. First, the content of the text with its meanings, ideas and 
concepts, whether they are real, imaginary, taken from heritages, cultures, other 
people, or relating to wisdom and human experiences. Second, the form of the text, 
which includes lexis with its type, letters, length, position, repetition and sound, 
sentences with their orders, lengths, types, words, positions and repetitions, images 
with their depths, comprehensiveness, indications, significances and backgrounds, and 
rhythms with their types, sounds, lengths, indications, repetitions. Third, the external 
dimensions, which include the psychological, social and cultural backgrounds of the 
poets, with their types and levels of influence. 
3.6.2.4. The Stages 
Creative thinking has more than one perspective in identifýing the stages of its 
process in the brain 12 . Some scholars 
13 believe that the process of creative thinking is 
fulfilled through four successive stages. First, the stage of preparation, which contains 
deep and comprehensive knowledge about the topic, for which creativity is needed. 
In other words, it is the stage of gathering information and interacting with it. 
Second, the stage of incubation, which is the stage of being in a state of subconscious 
anxiety and hesitation in completing the task and looking for solutions. This stage is 
considered the most difficult stage in the process, and as one that is in-between the 
dreamer and the realistic stages". 
The third stage is the illumination stage, which has the first spark that leads to 
a general notion of a solution. The time of this stage cannot be known, since it may 
come up any time in any place and during any situation. The circumstances around 
the person may play a crucial role motivating the brain to achieve this result. So, it is 
called sometimes, the moment of an inspiration. The fourth stage is the stage of 
verification, which includes gathering the satisfying results15. Because analysing 
modem Arabic poetry is not an easy task, since it is very foggy and obscure, following 
these stages is very useful for achieving a creative analysis. 
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3.6.3. The Approach 
The approach is based on the belief that every literary text has a message, called the 
"Text Message", abbreviated to TM, which reveals a particular view of a particular 
concept, of which the author might be conscious or unconscious. Taking into account 
modem Arabic poetry's fogginess and vagueness, as well as its disposition towards 
having a multiplicity of interpretations, not only is the TM very different from the 
contentý but also, both content and form are companions in carrying the TM to the 
reader. That means both of them are deemed as devices to convey the TM to the 
reader. The TM is delivered to the reader through all the linguistic and content 
dimensions, as well as through the external dimensions of the text, i. e. the social, 
psychological and cultural dimensions. 
Because the TM is carried by meanings and concepts, which hide themselves as 
much as they can, as al-Juý5ni (1989: 285) says, in mazes of literary textý the task of 
the reader (the critic) is to be in pursuit of these meanings and concepts, which are 
endeavouring to escape, attempting to explore the content of the TM as well as its 
dimensions. This approach assists the reader (the critic) to be creative in the pursuit 
process, because it is developed according to the systems of creative thinking, which 
is based on analysing and enhancifig the human being's capability in being creative in 
investigating the communication process, generally, in terms of both its deep level, 
influenced by personal or cultural beliefs and values, and its surface level, influenced 
by the language, body language and the current state during the period of making the 
communication process, whether it is in writing or speaking aspects. The deep and 
surface factors influence both the addresser and the addressee, in the communication 
process, in terms of the type of expectation, the level of acceptance and the level of 
interaction between the two parts of the process. In other words, the approach 
encourages the critic to think creatively in analysing literary texts, as an elusive and 
complicated part of human communication. 
To achieve his aim, the reader should investigate creatively as much proof and 
evidence of both form and content as he can, whether from the text itself, such as 
stylistic, structural, phonostylistic, or content, i. e. concepts and ideas, or from the 
external dimensions such as the social, psychological and cultural dimensions. For the 
reason that the text is the real axis of the analysis process in this approach, the 
external dimensions should be associated with the text itself, because the text is 
considered as the real supporter for them and the degree of their legitimacy in the 
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interpretation process is dependent on the creative thinking ability of the reader (the 
critic) to employ them in the pursuit of the fugitive meanings. 
In addition, the approach permits the reader (the critic) to be creative not only in 
analysing and putting the historical, psychological and linguistic details of the text in 
their proper analytical context, according to his/her view, but also authorises 
him/her to join the differences and similarities of the internal and external aspects of 
a teA to produce a creative critical analysis, which represents the critic's own view of 
the text. Because analysing a text with all these aspects at once will be difficult for 
the reader (the critic), he is encouraged to become satisfied with investigating the 
existing phenomena in the text, but not to take a phenomenon and build the analysis 
on it. Therefore, readings of one text can be multiple, whether there are many 
readers or one reader in different situations. 
3.6.4. Explanations of the Approach 
In terms of its attempt to pursue the fugitive meanings, this approach is 
built on the view of al-Jud5ni (1989: 285) that the hidden meanings 
"conceal themselves as much as they can, to the extent that they are not 
to be perceived or known to be so". Therefore, the reader (the critic) is 
asked to employ his/her creative thinking ability, in order to perform a 
continuous process of pursuit of these meanings, which are not only 
hidden, but also in a state of continuous concealmentý so that when the 
reader verges on them they break away from the vision to the unknown, 
"to the extent that they are not to be perceived or known to be so". The 
critic is encouraged to amass as many concepts and meanings from the 
text and its external dimensions as he can, to give birth to the TM. 
In this approach, it is assumed that every literary text holds the TM and 
discloses a specific view towards a specific idea, whatever the genre or the 
form of the text. The TM, which is carried by both content and form, can 
be formulated after analysing the text and its various phenomena by 
gathering stylistic, structural and content phenomena deduced from the 
text. In other words, the TM is the total of concepts inferred from stylistic, 
structural and content phenomena, after they have been analysed. 
The TM has a definitive existence in all type of communication among 
human beings. People naturally and sometimes subconsciously want to 
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communicate with things around them, including human beings, even if 
they believe that art is for art's sake or the source of reality is the 
subconscious. However, although they might deny the TM in their 
literary works from their consciousness, they can never deny or even 
control the TM from their subconscious. 
In this approach, both content and form are studied as two spheres for 
detecting the TM, which hides behind their complex relationship. 
Furthermore, the external dimensions are considered to be sometimes a 
crucial factor, but according to what type of foregrounding they have, or 
what they believe is useful for the analysis, critics can focus on some 
dimensions and ignore others. 
For the reason that the meanings and concepts, which carry the TM, are 
in a state of continuous concealmentý their pursuit will be very 
complicated, not to mention the assertion that they reafly are or carry a 
part of the TM. As a consequence, engaging in a game of pursuit and 
conflict with concepts, language, style, sounds and structures, as well as 
gathering the dispersed different dimensions, will be a complicated task, 
which may be caused by the critic being unable to recognise to what 
extent he could grasp from the hoard of the text, or what still remains in 
the text. As a resultý creative thinking is needed in order not only to 
facilitate the pursuit process for grasping meanings and ideas from the 
text, but also to give the critic the confidence not to stop having a variety 
of investigation into the text. 
* In addition, the critic cannot realise what can be drawn from the text 
when it is being studied by more than one critic or by the same critic but 
from another point of view or under other circumstances. For these 
reasons, not only is identifying the TM a difficult task but also it would 
not be -wrong to say that the TM is, in 
fact, similar to a delusion. In brief, 
the TM is the fugitive meaning. The reason for its being a delusion or 
similar to a delusion is because not only does the analyst of the TM deal 
with literature, which is considered, sometimes, as a strong reflection of 
the fogginess and darkness of the subconscious in human beings' minds, 
but also because there is unlimited freedom for the critic, to use his/her 
creativity, and having no wrong interpretation, whatever it will be, only 
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one that is closer or not closer to another reader's perspective. Thus, it is 
very important to believe in the limitation of man's ability to understand 
the complication of the nature of human beings. 
Although both stylistic and structural analysis are applied, some factors 
increase the level of conflict in the process of pursuing meaning and 
complicate their interpretation, and emphasise the importance of having 
enough ability of creative thinking, in order to achieve good results. These 
factors are: firstly, the ability of the author (the poet) to employ artistic 
elusiveness which causes dense linguistic fogginess; secondly, the TM's 
being derived from two sources, i. e. conscious and subconscious; thirdly, 
the possibility of a variety of analyses by one or more critics. 
9 Although this approach was based on Structural Stylistics, as a linguistics 
background, which includes Communication Theory, it focuses on text 
and asserts the literariness of the text and its relative independence from 
both the author and the reader. The critic, in analysing the text, is not 
controlled by the author but, nevertheless, he cannot ignore the author. 
Consequently, it cannot be said that the text and the critic are only the 
elements in the communication process, as assumed by Structuralism, nor 
can the author be ignored as in Structural Stylistics. Rather, not only is 
the author present in the text but also, the interpretations of the reader 
should be justified according to motivations and stimuli derived from the 
text and its real source, i. e. the author. 
On the other hand, the idiosyncrasy of the critic is given significance in 
this approach. Because the interpretation of the text is associated 
relatively with the critic's feelings as well as his natural, cultural and 
psychological backgrounds, some of his conceptions and interpretations of 
the text disclose an idiosyncrasy which cannot be dispensed with. 
Therefore, all interpretations are acceptable, regardless of the level of the 
critic's idiosyncrasy. However, the reader (the critic) should control his 
idiosyncrasy as much as possible to give the text its independence and 
perform the difficult equation between his idiosyncrasy and the external 
dimensions of the text. 
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Because it imparts the characteristic of continuous breaking away to the 
meanings and because it is considered as the distinct technique of play on 
meanings and the difficulty and solution at the same time, artistic analysis 
is the most important field in this approach for seizing the TM. The level 
of creativity of the author is deemed a strong motivation for the critic in 
his challenge to the text. Because the author uses foggy and misleading 
language in the TM, of which his author may not be aware, the task of 
the critic is to manifest the ability of the author in the process of pursuit 
of the meanings. The more creative the language of the textý the more 
foggy and misleading it will be to the critic, who will be forced to enter an 
elusive and strong process for pursuit of meanings and ideas, and expected 
to use his/her creative abilities. Therefore, although the critic, at the end 
of the analysing process, may claim his victory as a result of his belief that 
he has grasped the TM, the real victor in the analysing process is the text 
itself, because the decision to make the critic victorious is just his own 
decision and the delusive process of victory is one-sided. As for the text, 
on the other hand, all critics are somewhat in agreement that the TM 
c annot be controlled or identified with certainty. Thus, critics will be 
induced to undertake other processes to penetrate the text more often. 
As a result of the differences between critics and their attentions and 
readiness from time to time, as weH as the fact that the pursuit of the 
meanings is very long and complicated and being difficult to decide a 
specific TM in one textý this approach holds that there may be a 
multiplicity of interpretations and understandings of one text, whether 
they come from one critic or more. Since the critic deals with the 
subconscious in the analysing process, the final word on the TM is 
presumably impossible. Consequently, the critic has a right to be creative 
and employ any technique, whether the text is written or read, which can 
support him in the pursuit of the meaning and make his interpretations 
more logical and reasonable. 
Since the critic cannot analyse all the stylistic and structural phenomena 
in the text at once, he is encouraged to become satisfied with investigating 
the existing phenomena in the text, but not to take one phenomenon and 
build the analysis on it. Although some texts impose a specific entrance to 
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apply this approach, the critic is allowed to use whatever stylistic, 
structural or other entrances he prefers. After selecting the phenomena in 
the text, the critic is allowed to use his/her creativity to seek help from 
any technique, which might advance the analytical process towards the 
TM. While bridging the gaps between the stylistic phenomena and 
devices is one of the main techniques in structural analysis to build a new 
cohesive structure and produce persuasive ideas from the text, the creative 
method of using Structuralism is considered as a significant approach for 
generating structural relationships between the dimensions of stylistic 
phenomena and the external dimensions of the text. 
* Because it is based upon creative thinking, it is acceptable in this approach 
to reinterpret the text after taking all previous interpretations and analyses 
of the text into consideration. Thus, another analytical reading added to 
the accumulation of the critical readings on the text is considered as a 
very useful technique in bringing the critic closer to the TM. 
3.6.5. Concepts from Other Approaches 
This approach has been built on some concepts, which have been taken from other 
approaches. These concepts will be identified in this section as follows: 
This approach is based on creative thinking, uses its principles, devices 
and stages in the analysis, and uses the techniques of Neuro-Linguistic 
Programming in analysing the text as a human being's products. 
This approach espouses the concept of al-Jud5ni that meanings and ideas 
in literary text are in a state of continuous escape and the critic should be 
aware of this characteristic by continuing to pursue these meanings. 
This approach is influenced by Structural Stylistics in terms of 
Communication Theory. Although the TM in this approach is very 
different from the message in Jakobson's theory, as mentioned above, it 
can be said that the general idea of making the communicative message 
between the critic and the author as the main axis of the analytical 
process was taken from Structural Stylistics. 
Because taking all significant and exciting phenomena and stylistic devices 
in the text into consideration while the text is analysed, as mentioned 
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above by Riffaterre, as well as analysing all of them together, is very 
crucial in reaching the TM, this concept is adopted by this approach. 
However, it shall not be thought that gathering these phenomena and 
analysing the text according to them contradicts the principle of 
foregrounding, because the latter is a psychological device to express the 
first impression of the text. As for gathering and investigating the 
phenomena of the textý this is another process that comes after the stage 
of foregrounding analysis. 
The stylistic principles, namely foregrounding, deviation and parallelism 
are adopted by this approach in terms of lexical, syntactical and phonetic 
analysis. 
0 The structural principle of linguistic systems and the concealed 
relationships between different linguistic phenomena in the text are 
asserted by this approach. In other words, this approach adopts the 
general structuralist view of language as one organisation which includes 
multi-phenomena, and the idea that absent facts and meanings can be 
produced from the text_by investigating the various relationships. 
* In view of the overlap between semiotics and Structuralism, to the extent 
that semiotics is deemed an important principle in structural analysis, it 
will be obvious that the influence on this approach by semiotics is not 
only in studying the phenomena within the text but also in analysing the 
external dimensions of the text as signs to other dimensions which have 
an impact upon the formation of the text and its TM. 
Although the concept of subconscious has been supported by 
structuralists, such as Levi Strauss, who believes that subconscious is an 
important part in the process of structural analysis to the human thought, 
the original idea of the subconscious was a product of psychology when 
Freud discovered the subconscious and its significance in making decisions 
and shaping behaviour, as well as controlling people's beliefs. Thus, this 
approach accepts as true the idea that the subconscious is, sometimes, a 
main source of the TM in literary texts. 
In its attempt to derive the "unsaid" in the text by investigating the "said", 
this approach is influenced by pragmatics (Yule, 1998: 3). By trying to 
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discover the out-of-sight dimensions, whether linguistic or contextual, this 
approach drives the critic to the depths of the language, structures and 
contexts in both conscious and subconscious. Therefore, this approach 
pays attention to the external dimensions of the text. 
3.6.6. The Originality in this Approach 
The TM is considered an original idea in this approach, due to the 
differences between the signified in Saussure's theory and the message in 
Jakobson's theory. As mentioned above, the TM in modem Arabic poetry 
is not only very different from the content, but also both content and form 
are companions for carrying the TM to the critic. That means both of 
them are deemed devices to convey the TM to the critic. When Saussure 
(1966: 84) created the concepts of the signifier and the signified, he 
meant the relationship between signs and concepts according to 
semiotics. In addition, what is intended by the "message", in Jakobson's 
theory (1966: 353) is the content, whether it is deduced from a figurative 
or non-figurative sentence, structure or text. 
Given that the source of the TM in this approach is both the conscious 
and the subconscious, the author might be aware of the TM, aware of 
some of its dimensions, or not aware of it at all. Therefore, the critic is 
preoccupied with a deeper process than understanding the contentý and 
the challenge will be great in terms of the interpretation process and 
analysing as many phenomena as possible to establish the TM, whether 
they are stylistic, structural, arising from content or from the external 
dimensions of the text. 
In this approach, the critic is not only asked to consider all stylistic 
devices before starting analysing the text, as mentioned by structural 
stylisticians (Riffaterre, 1959: 164), but he is also encouraged to take into 
account all internal and external dimensions of the text. Furthermore, 
there is nothing that is excepted from employment in analysing the text 
and creating the TM, whatever it may be. 
Unlike Structuralism, this approach accepts as true the idea that not only 
are the external dimensions, namely cultural, social, psychological, 
important for understanding the text, but also the text sometimes cannot 
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be realised without analysing them. Irony in poetryý for instance, cannot 
be understood in full with a restricted analysis of language and style and 
without consideration of the social, environmental and cultural 
dimensions of the text and its author. Thus, dependence on the text itself 
for investigating poetryý as adopted by Russian Fon-nalism, Structuralism 
and New Criticism, or dependence on both the text and the critic, as 
adopted by Structural Stylistics and Communication Theory, cannot assist 
the critic, in some cases, to realise the text, let alone its interpretation. 
Although this approach employs the external dimensions of the text as a 
result of the fact that all particular aspects in a text have relationships 
with each other as well as with the external dimensions, the latter are 
considered as supporters of the stylistic and structural phenomena and 
not as a direct means of entry for analysing the text. 
In addition to the differences between this approach and General 
Stylistics as a result of its concentration on linguistic analysis and 
disregarding the relationship between stylistic phenomena and the 
external dimensions of -the text, as mentioned above, this approach 
is also 
different from Literary Stylistics. Although Leech and Short (1981: 13) 
identify the goal of Literary Stylistics as explaining the relationships 
between language and artistic function, this approach has its 
characteristics to be distinguished, such as the TM with its practical 
concepts, the external dimensions of the textý and the analysis of stylistic 
phenomena as elements of one structure. 
On the other hand, this approach is distinguished from Creative 
Stylistics, produced by Saito (1997: 8-9), in which literary creation is not 
seen as a mystery. Therefore, Creative Stylistics was built on the counter- 
argument against the idea that artistic creation is a product of 
imagination, inspiration, or mental activity. One main principle of 
Creative Stylistics is to discover the creative process in terms of the 
author's "creative language awareness". Therefore, it is essential for 
demonstrating the process in Creative Stylistics to know the author's 
intentions before the text is finally composed. In that respect, Creative 
Stylistics is opposite to Structuralism which adopts the idea of "the death 
of the author" and, also, opposite to this approach because it accepts as 
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true that the aesthetic point of literary work is in its encoding and 
fogginess. Thus, realising the author's intentions in composing the text 
takes, in a sense, the text from literature to other kinds of work. 
3.7. Conclusion 
After describing Stylistics with its common features, i. e. foregrounding, deviation, 
parallelism, and Structuralism, as the linguistics background of Structural Stylistics, 
this chapter has discussed Structural Stylistics in the light of its basis of 
Communication Theory. This chapter has included the discussion of the Fugitive 
Meaning Approach, which was derived from Structural Stylistics, as a linguistics 
background, and from Creative Thinking, as a means of thinking in analysing literary 
texts. Before explaining the approach, its originality and differences from other 
approaches, the principles, devices, fields and stages of creative thinking have been 
described. These were organised according to the field of literary studies, in general 
and relevance to this study, in particular. 
The Fugitive Meaning Approach is suggested by the present researcher to be the 
method for analysing modem Arabic poetry with its vagueness and multiplicity of 
understandings and interpretations. Because Saudi poetry was influenced by many 
dimensions such as historical, environmental, cultural and intellectual, it cannot be 
investigated without consideration of these various dimensions. It was highlighted in 
chapters one and two that people in Saudi Arabia were influenced by historical 
accumulations and fluctuations as well as desert characteristics. Therefore, Saudi 
poets cannot be separated from their history and environment. Thus, in the present 
researcher's view, the Fugitive Meaning Approach is considered as the most 
appropriate approach for analysing Saudi poetry and investigating the relationships 
between stylistic and structural phenomena and Saudi history, culture and 
transfan-nations, which will be studied in chapters five to eight in this thesis. 
Before applying the Fugitive Meaning Approach to Saudi poetry in the selected 
period, the literature of Saudi poetry will be reviewed in the next chapter, in order to 
put the analysis of Saudi poetry in its proper research context. 
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' Such as: Psycholinguistics, Sociolinguistics, Applied Linguistics, Historical Linguistics, Computational 
Linguistics, Statistical Linguistics. For more infonnation see: /Crystal, 1997: 226/. 
2 Because parallelism implies regularity in terms of rhy-thm, structure, meaning etc., while deviation 
implies irregWarity. 
3 This theory focuses on the reader rather than the te. xt, while the Fugitive Meaning Approach, 
e. xpUned below in this chapter, focuses on the text and pays attention to the reader and the author in 
the same time. 
Such as Jonathan Culler in his book "Structuralist Poetics" 1975. 
For more clarification about the reason for calling this approach "the fugitive meaning approach" see 
the idea of al-Juýdniý explained below, which is built on the importance of the continuous pursuit of 
meaning in the text. 
6'rhe present researcher is certified as a trainer in NLP (Neuro-Linguistic Programming), and HBDI 
(Herrmann Brain Dominance Instrument), which focus not only on the art of systems thinking, which 
includes the Creative Thinking, and communication processes in human beings, but also on personal 
development in general. The strong point of NLP is not only the fact that it combines many theories 
studied outside their human being's contexts, in psychology, sociology, anthropology, communication, 
managementý but also it creates its own models and techniques in dealing with human beings as 
individuals and teams. 
For more details about the two fields and creative thinking see: Bruner (1956), Bolton (1972), De 
Bono (1985,1990,1992), O'Connor & Seymour (1995), Herrmann (1996), O'Connor and McDermott 
(1997), Terninko, Zusman & Zlotin (1998), Osborne (1999) and Diestler (2000). 
'Although these percentages regarding the capability of delivering the full meaning in the 
communication process are shown by research in psychology, the Fugitive Meaning Approach believes 
loosely, rather than strictly, in the general incapability of language of poetry in delivering the full 
message of the poern, because of the differences between spoken language and written language. For 
more information about the function of the language in the communication process, see: O'Connor & 
Seymour (1995: 17). 
' For more information about the function of subconscious, see: O'Connor & Seymour (1995: 6-7). 
9 for more information about the chunking process, see: O'Connor (2001-. 202-205). 
" Changing perspectives can be also achie , ved 
by changing the positions of the critic towards the textý 
such as being adherent; opponent and neutral. For more information, see: O'Connor (2001: 33). 
" For more information about changing perspectives see: O'Connor and McDermott (1997: 139-149). 
12 There is another model called the Disney Model (Disney Creativity Strategy), which has three 
stages of creativity: the dreamer, the realist and the critic. For more information, see: Dilts R. B. Dilts 
R. W. & Epstein (1991: 54-64). 
13 such as Osborne (1999), De Bono (1985), Terninko, Zusman & Zlotin (1998) and Diestler (2000). 
For the dreamer and realist stages see the end note above about the Disney Model. 
For more information about the stages of creative thinking, see: Osborne (1999: 123-143). 
108 
Chapter Four 
Literature Review 
4.1. Introduction 
The purpose of this chapter is to review in detail the scholarly papers and books that 
have been written so far on Saudi poetry; in other words, to survey and describe what 
has been studied, as well as what has been ignored by the literature, so as to put this 
study in its proper research context. The chapter will be restricted to literature 
related to analysing Saudi poetry in the period of this study, which includes twenty 
two scholarly works'. Thus, literature related to the history and trends of Saudi 
poetry in the selected period, discussed in Chapter Two, as well as that analysing 
Saudi poetry before the selected period, will be excluded. 
The approach adopted in reviewing the literature is to classify it by issues, not only 
because it is more relevant for the purpose of this chapter, but also because of the 
variety in the forms and sources of the literature: several papers, one chapter in a 
book, books based on papers and articles, and books that discuss some issues 
separately2. Therefore, the rest of the chapter is divided into seven sections; the first 
five of these consider issues studied in the literature, namely, the Employment of 
Heritage, Artistic Features, Intellectual Attitudes, the Transformations of the Poetic 
Movement and the Relationship between Saudi Poetry and Saudi Society. These 
follow a summary of common Features of the Literature, and a Conclusion, whose 
aim is to demonstrate the contribution of this study to the analysis of Saudi poetry. 
4.2. Studying the Employment of Heritage 
The employment of heritage is one of the main phenomena in the literature on Saudi 
poetry in the selected period. Issues discussed in the literature can be classified as 
follows: the significance of the employment of heritage, the employment of myth and 
symbol, the employment of popular heritage, and the employment of historical 
characters, events and texts. 
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4.2.1. The Definition and the Significance of the Employment of 
Heritage 
The definition and the significance of the employment of heritage have been 
discussed by al-Hindi, al-Qurashi and el-Azma within a variety of contexts. According 
to al-Hindi (1996: 14-18), no study before hers analysed the employment of heritage 
in Saudi poetry in general. Therefore, she reviews the literature on the employment 
of heritage in Arabic poetry in general as well as literature about the relationship 
between Saudi poetry and heritage. After a foreword divided into four sections: 
investigating the definition of heritageý the relationship between heritage and Arab 
poets, the factors of the employment of heritage, i. e. intellectual, cultural and artistic, 
and finally the differences between mentioning and employing heritage, al-Hindi 
asserts thatý since the Arab renaissance, about a century ago, Arab poets have been 
interested in dealing with heritage in its old context and meaning. However, since 
Modernism appeared in the Arab world, a higher level of dealing with heritage 
began, which can be called the employment of heritage, as a result of the production 
of new meanings in new contexts to express new ideas. 
Because of the complex relationship between the Arabic heritage and the new poetry 
in Saudi Arabia, al-Qurashi (1993: 3141), after stating that the new poetry emerged 
as a response to the circumstances of modem life, discusses three issues. Firstly, he 
argues, in relation to al-Thubayti's poetry, that the new poetry does not only utilise 
avant-garde language, but also employs ordinary language, as well as traditional 
myths and symbols. However, as argued above by al-Hindi about the differences 
between mentioning and employing heritage, al-Qurash! maintains that the new 
element in the new poetry is the vision of heritage and the way it is employed. 
Secondly, in his analysis of al-IjumaydiWs poem, lkdami BDiat Sucj'd, al-Qurashi 
argues that the new poets analyse the present through the use of traditional symbols, 
which gives heritage a prominent position in the new poetry. Thirdly, when he 
mentions the employment of the popular heritage in the poetry of al-Sdlih, al- 
Thubayti and al-Ijumaydin, al-Qurash! affirms that the new poetry is an extension to, 
not a departure from Arabic poetry in general. 
Al-Qurash! states that he does not only discuss the new poetry, but also aims to 
analyse an interesting aspect of the employment of heritage and its significance, to 
articulate the strong relationship between the new poem and the Arab heritage, in 
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order to resist campaigns of opposition against the new poem. However, he does not 
pay attention to the fact that opponents of the new poetry do not claim that it has no 
relationship with heritage. However, the opponents believe that the new poets are 
selective in dealing with heritage, which reflects their own point of view. 
In this context, el-Azma (2001: 24-61), after reviewing the stages of development of 
Arabic poetry, points out the ability of Saudi poets to deal with heritage according to 
the characteristics of modem poetry. Taking al-Ijumaydin as a famous Saudi 
exponent of poetic vagueness, el-Azma analyses the paradox between al-Ijumaydin's 
high level of vagueness and his strong relationship, not only with the Arabic heritage, 
but also with the local popular heritage, in order to clarify how important is the 
employment of heritage to Saudi poets, to the extent that they can bring together 
creative vagueness with the employment of elements of a simple life, i. e. the local 
heritage. 
4.2.2. The Employment of Myth and Symbol 
The employment of myth and symbol has been studied by al-Hindi and el-Azma, who 
were interested in analysing myth and symbol through the analysis of the poem itself, 
and ignored somewhat the employment of myth and symbol: its significance, function 
and cultural and anthropological dimensions. 
Because the employment of myth and symbol is one of the distinctive features of 
Saudi poetry, el-Azma (2001: 64-199) investigates the symbolic dimension in the 
poems, Yatasha wwaq6n RW Shahrazi*d and SharnsWn wa Dafflah by Us5mah 'Abd 
al. -Ralýmiin. Comparing them with epic poetry, el-Azma studies the relationship 
between the poems, al-ZabLY, ' by Bdcatab, and AIWAflV Iram, by Hdshirn Rashid. 
After analysing the sources of myths and symbols, el-Azma studies al-Thubayds 
poetry in terms of the employment of al-AnqF (phoenix) and Antamh in the Dimin 
of Tahqffqy1Tu ffulman, as well as analysing the poem, a]-Ta(JR1s and its position 
between myth and delusion. The poems, al-Kbaht and al-TRr al-Jjhill by OAH al- 
Dumayn! are studied, focusing on the intellectual dimensions of the use of pre-Islamic 
symbols. El-Azma, after giving a general view about the literary myth in the poems, 
al-Shanfizri by al-ýdlilý and Siqayft by al-cAjl5n, analyses the employment of 'Urwah 
Ibn al-Ward in three poems by 135faqih, cAli al-Dumayni and al-Khatr5wi. In addition, 
he examines the poems, RisRah IN WafliTdah by al-Mub5rak, Khadýýh, by al-Ijarbi, 
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and Rdffi? h Tatalaflam al-Rasm by al-ýJ-khiin focusing on historical, life and death 
and developmental dimensions respectively. 
After discussing the definition of myth and its employment in Arabic poetry in 
general, and in Saudi poetry in particular, and the reason for using myths in modem 
Arabic poetiy, al-Hindi (1996: 200-21.5) observes that Saudi poets have not only 
employed Greek, Semitic and Arabic myths, but have also produced new myths, as al- 
Thubayti did in his poem Ty5tun K Imra'gtin Tuý?, and as al-ý-ikh5n did in the poem, 
MaZff-iah. Despite these discussions, the an alysis of the relationship between Saudi 
history, customs, circumstances and particular characteristics as well as the 
ýignificance of the employment of a specific myth and symbol, have been somewhat 
ignored in the literature. 
4.2.3. The Employment of Popular Heritage 
The employment of popular heritage has been studied by al-Hindi and al-B5zici, who 
both give a general view of definitions and types of popular heritage found in Saudi 
poetry. Al-Hindi (1996: 149-187) studies the definition of popular heritage, and the 
employment of popular heritage in Arabic poetry. After discussing the concept of 
popular heritage, she maintains that popular heritage includes popular literature, 
public conventions, beliefs and customs, and folk arts. In her discussion of popular 
literature, and public arts and beliefs, as part of her analysis of the employment of 
popular heritage in Saudi poetry, she argues that because of the early attention to the 
employment of heritage among Arab poets, Saudi poets take this method of poetic 
creation to a high level in the new poetry. She analyses the use of popular tales, such 
as ALFLaylah wa LaTlah and Shahrazid in the poetry of al-S. ikh5n and al-Thubayti. 
As for colloquial poetry (al-SAilr al-Shachi), al-Hindi concentrates upon the poetry of 
a]-IjUMaydin, who is well-known for the employment of colloquial poetry and songs, 
as well as al-Thubayti-, cAll al-Dumayni, al-$ikh5n and al-cAli. 
Because the employment of colloquial poetry is an important phenomenon in Saudi 
literature, al-135zici (1998: 19-37) studies the poetry of four poets, who are known for 
employing heritage and colloquial poetry and who combine colloquial poetry and 
Shilr al-Tafflah, namely, al-Ijumaydin, al-ýIikh5n, cAli al-Dumayni and al-Thubayt-i. 
Moreover, in the discussion of the employment of heritage, in general, in al-cAsiri's 
poetry, cAmm5r (2000: 56) highlights al-cAsiffs employment of popular heritage by 
112 
focusing on the employment of colloquial expressions, social customs and children's 
songs. 
The significance behind the employment of colloquial poetry is still not clear, and the 
literature does not investigate the reasons for employing popular heritage in general 
and colloquial poetry in particular. Whether this is related to the oral stage of 
modem Saudi hiStory3 or there is a message related to the phenomenon itself, 
remains a concern in the modernist period. In addition, although these authors have 
paid attention to the employment of popular heritage in general and colloquial poetry 
in particular, their interest was only in des cribing the phenomenon, rather than 
analysing the reasons behind such employment, whether related to the particular 
circumstances of the country, to the characteristics of the desert or to the poet 
himself. 
4.2.4. The Employment of Historical Characters, Events and Texts, and 
Intertextuality with Heritage 
The employment of historical characters, events and texts, and intertextuality with 
heritage have been studied by al-Hindi, cAmmdr, Abli al-Rid5 and al-Hashimi. 
Because she is concerned with the employment of historical heritage, al-Hindi 
(1996: 37-100) analyses the employment of historical characters, events, texts and 
language. Before studying Saudi poeuy's employment of historical characters, she 
discusses different types of character, real and imaginary, and the aim of employing a 
specific character. In addition, al-Hindi states that there are three types of 
employment of historical character in Saudi poetry, namely, as the main character, as 
a secondary character and as a masked character. Characters such as al-ShanfarE, 
cAntarah, al-Mutanabbi, ýalRýi al-Din, H515M, and Sul5d were employed by al-cAli, al- 
Ijumaydin, al-$51ib, al-Thubayti and al-Dumayni. 
After describing the employment of historical events in Arabic poetry, al-Hind! 
remarks that Saudi poets have alluded to many of the famous battles in history. 
Events such as D@ýk wa al-Ghabig, ' ffarb al-Bas64 Yawm Dhi QR, Aybiib a]-PW, 
na; 4Tat al-Zinj, al-Yatnifik and aI-QffdistPyah were employed by al-$51ib, al- 
Thubayti and al-Dumayni. Although the employment of texts is known in Arabic 
rhetoric, such as quotation (al-IqdbiTs and al-Ta(Imin), al-Hindi affirms that Saudi 
poets apply a high level of technique and creativity to the employment of such texts, 
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whether at length, briefly or as a mere allusion, as a vehicle to express poetic 
concepts. As for the employment of the language, she maintains that Saudi poets 
employ historical words, expressions and idioms in order to produce new meanings 
and ideas. 
. 
cAmm5r (2000: 15-27), after giving a general introduction about employing symbols in 
Arabic poetry, studies the employment of historical characters, such as the character 
of the Prophet (PBUH) and his companions, cAntarah, ýaldb al-D-In and cUmar al- 
Mukht5r. This section is followed by an analysis of al-cAsiri's employment of Qur'gnic 
and prophetic words and expressions in the prophetic tradition (abffadlth). 
Abrahah's attack on al-Kachah, al-Magh0l's attack on Baghdad and, the Algerian 
struggle for independence are studied as part of the analysis of the employment of 
historical events. In addition, cAmmdr sheds light on the intertextuality between al- 
cAsiri and some classical Arab poets, such as al-Muhalhil and Mihy5r al-Daylami. 
Although this study covers many aspects of the employment of heritage, it presents 
only a general view about al-cAsir-i's employment of heritage, not only because the aim 
of the study is to cover the whole poetry of al-cAsiri, but also because of the level of 
the analysis itself. 
Because Abli al. -M45 (1996: 48-73) is interested in analysing the formation of Islamist 
consciousness in the DilwýTn of Ahgihnat al-Bui9q, by 'Abdullah al-Rushayd, he 
discusses the relationships between the Islamist perspective and historical words, 
sentences and figures in al-Rushayd's poetry. When AW al-Ri4d discusses the levels 
of intertextuality in al-Rushayd's poetry, he analyses three issues, namely: poetic 
pastiche, the concealed level of intertextuality and the intertextuality of the Holy 
Qur'An and the ffadith. AW al-Ridd argues that although al-Rushayd is influenced 
by some Arab poets, he has a notable ability not only to be independent from them 
but also to create his own characters and poetic features. In this context, AW al-Ri45 
investigates the style and rhythm of the poem, Qakp7n wa Adnifn, in the light of al- 
Mutanabbl's poem, &ýib ahMis Qablani! Dha al-Zamiyna. Regarding the concealed 
level of intertextuality, a comparative study is applied to highlight the hidden links 
between Ya- ýýyy al- Wajd by al-Rushayd. and Ayyuhg al-M by Abmad Shawq'i. 
As for the intertextuality of the Holy Qur`dn and the tYadlhh, AbU al-Ri45 sheds light 
upon some verses of poetry which contain words, sentences or idioms from the Holy 
Qur'5n and the ffadith. Thus, it appears that although Ab(i al-Ri45's main concern is 
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to highlight the Islamist perspective in the MMYn of Khgtimat al-Burfiq and the 
relationship between Islamic heritage and al-Rushayd's poetry, he also pays 
considerable attention to artistic techniques and effects, especially in the comparative 
analysis with al-Mutanabbl's poem. 
When al-Hdshimi (1998: 257-363) analyses the intertextuality with heritage in the 
poetry of seven Saudi poets, poems, such as Khatjr-b al-JihTft, al-Affiin Taniiit 
Mu, lanah, al-Shatzlarg Yadkhul al-Qaryata Laylan, al-Khabt, al-Lawhah al-55bilah, al- 
Absiyy Yubgsir al-DhRkah and MHam Yaqulh knru' al-Qqys by al-OAli, al- 
Ijumayd-in, al-551dý, : Ali al-Dumayni, Moammad cUbayd al-Ijarbi, Mubammad Jabr 
al-Ijarbi, Ibr5h-im al-W5fi, respectively, are analysed by focusing upon the dexterity 
with which intertextuality is employed and the way it is done. 
However, apart from Chapter Four, which presents a general view about the 
discussion of heritage in an intertextual fashion, al-H5shimi restricts himself to three 
Saudi poems and their influence on each other, and pays no attention to the cultural 
dimension of the intertextuality with heritage. 
The works by al-Hindi, al-135zici and el-Azma are considered as important studies 
which pay attention to the employment of heritage in Saudi poetry. Although al- 
Hindi's concern is to analyse the elements of heritage in Saudi poetry by highlighting 
the dimensions of use of a specific heritage, she somewhat ignores the stylistic and 
artistic aspects, as well as their influences upon the employment of heritage. Her 
book is, nevertheless, an important study of Saudi poetry. Despite its structure, as 
being built on papers, as well as the fact that it analyses the same materials, which 
have been studied before, el-Azma's book is considered as one which contains high- 
quality analysis, as a result of the authoes expertise and experience in the Saudi 
literary environment. 
Although al-BdziFs book is deemed an important book in the literature, because most 
of it is about Saudi-poetry, the diversity of its content, as a result of its being compiled 
from dissimilar papers and articles, and the weak level of analysis in some sections, 
adversely affect the quality of the book and deprive it of the benefit of a unifying 
theme or deep analysis of any one issue. 
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4.3. Studying the Artistic Features 
Analysis of artistic features is an important phenomenon in the literature of Saudi 
poetry in the selected period. Issues studied in the literature can be classified as 
follows: Language and Structure, Intertextuality and Image, Rhythm and Applying 
T'heories. 
4.3.1. language and Structure 
The language and structure of Saudi poetry has been analysed by al-Qurashi, Abfi 
Hayf, al-Shinti and al-Yatiy51, based on study of repetition, vagueness, the density of 
poetic language deviation, omission of words and dramatic structure, by focusing on 
monologue and dialogue in a poem. When al-Qurashi (1994: 30-47) discusses the 
phenomena in the language of modem Saudi poetry and describes the general 
features of Saudi poetry, he affirms that the vagueness of modem poetic language 
results from the poets' desire to satisfy people who are engaged in pursuing modem 
life. Three issues are discussed by al-Qurashi, namely, the density of poetic language, 
the emergence of the poem's content from within itself and the embracing of both 
form and content in producing the poetic vision. 
Poetic density, in al-Qurash? s view, means grasping a variety of meanings and 
conveying them in as few words as possible, provided that these words can convey 
the full meaning. As an example of poetic density, al-Qurashi selects the DIw5n of 
Muhammad al-Thubayti-, Tahalffaytu &Iman, Tahaffaytu Wahman, and analyses the 
poem, Barqiyygt ffubbin IN Ghfbiyah, by focusing on sentences and expressions 
reflecting poetic density. 
Because al-Qurashi believes that the new poetry has a vast horizon and is susceptible 
to a multiplicity of interpretations, and because the title of the poem is considered as 
one of the key features of the poem, he examines eight titles and studies the poem of 
al-ýiikhdn, F4dVah Tatacaflam al-Rasm. 
As for investigating the embracing of both form and content in producing the poetic 
vision, al-Qurash-i analyses the relationship between the form and the content in the 
poem of Ghajariyyat al-Rif, NaimatUn wa MashAbid min Taj'ý7si7 Hulm. Although al- 
Qurashi discusses three significant issues, the analysis of the poems is very general 
and not sufficiently related to the Saudi poetry with its particular characteristics. 
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When Ab(i Hayf (2002: 131-184) discusses the meaning of poetic language and the 
language of the tide in al-Humaydin's poetry, he analyses five linguistic features in al- 
Ijumaydin's poetry, namely, repetition, gathering, deviation, omission of words, 
especially at the end of the poem, and the technique of linguistic alignmentý taking 
into account the rhythm, linguistic and contextual meanings. As for studying drama, 
Abri Hayf (2002: 45-80), after defining drama and describing the history of the term 
in section one, reveals the early beginnings of al-Ijumaydin in using drama and its 
political stimuli. Monologue, multi-voices in a poem, the adoption of the novel style 
in poetry and the coupling of monologue and dialogue in a poem are studied in five 
poems by al-Ijumaydin. Because the employment of myth and mask is a significant 
phenomenon in al-Ijumaydin's poetry, AbU Hayf investigates the technique of using 
mask and employing myth and symbol in a dramatic context. 
AI-Shiný (1982: 38-41) identifies change in al-ýUWS mood, from a pan-Arabist and 
qtýt to sadn and revolutionary spirit in the first, DilwiTh 'Indamg Yas al Arr9f ess 
sensitivity in the second, QaýyFid, 6Zaman aI-S2far. He argues that the latter mood is 
reflected in some new stylistic and phonostylistic phenomena that appeared in the 
second Diiwýfn. After stating that the use of the present simple tense, repetition and 
historical words are distinctive features of poems like Lay19 Yu-iiq, Taq6IFD Mgdh,! F, 
and Ghurbat al-Ah&Tb, al-Shinti discusses some observations on dramatic dialogue 
and short words, sentences and rhythms in poems like F7, ffaOIr,? t AM aI-Tqjqdb, 
Intafiýdi'Ayyatuh, f al-Malq-ýah and QX al-Rg; iT 
In his study of al-ýikh5n's poetry, al-Shino (1986: 42-56) points out that there are 
three trends in aI-$-ikh5n's artistic structure, namely, theological, narrative and 
dramatic. In his analysis of H(I(Iah Tatalallam al-Rasm, al-Shinti, after mentioning 
the few deviations with their feminist dimensions, descriffies the colourful features in 
the poem, TadRbulfft a]-Mudun wa al-Qurj, and draws attention to the oppositions, 
repetition and rhythms in the poem. Although al-Shinti gives insight into al-ýfflib 
and al-ýýi5n's poetry by highlighting some features in the poems, his analysis is very 
general and restricted to mentioning just one feature in a poem, regardless of its size 
and dimensions. 
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As regards the study of al-YattyTi (2001: 96-101), she presents a general discussion 
about FawziyyaWs poetry in terms of the use of monologue and dialogue, with a 
short, very selective and general analysis. 
4.3.2. Intertextuality and Image 
Intertextuality and image in Saudi poetry have been analysed by Al-145shimi, al-135zici 
and AbFi Hayf, focusing on the definition of intertextuality, its relationship with 
classical rhetoric, intertextuality between Saudi poets in the selected period, and 
types of images in Saudi poetry. 
Although al-HdshimFs book (1998: 37-161) reflects one of the major issues being 
discussed, chapters one and two are exclusive to the extent that they are devoted to 
analysing the intertextuality not only between four poets but also between four 
poems. Al-Hdshimi, after defining intertextuality, observes that this phenomenon has 
not received serious study which would discover its artistic dimension and value, as a 
result of the negative connotation of the term used to refer to it in classical Arabic, al- 
Sadq5tal-Adabijgýah (literary "stealings": plagiarism). 
In his investigation of the intertextuality between al-Ijumaydin and al-Nufayli in their 
poems, MuVýDi and , 5adff MuoýM, al-H5shimi 
(1998: 37-71) discusses four issues, 
namely, real experience as a basis of intertextuality, the phenomenon of using the 
name of MuDýD7, the general rhythmical intertextuality and, finally, criss-cross 
rhythmical intertextuality. When al-H5shimi explains the reasons for the choice of 
the name Mugý& by the two poets, as well as the relationship between MuoýM and 
the Arabic heritage, he analyses the rhythmical intertextuality of the verses 
containing the word MuoýM in the two poems. He also studies the aspect of criss- 
cross rhythmical intertextuality, which takes the form of dependence on popular 
songs in al-Ijumaydin's poem and on classical concepts in al-Nufayci's poem. 
With regard to the other two poems, al-Hiishiml discusses the intertextuality between 
the poems In Junnat aI-At9, fjn by Laffah Q5ri and in Juththat a]-t&rakjt by the 
Yaman! poet Alimad al-cUw5di. He investigates the cultural and structural 
intertextuality in the two poems because they are involved in discussing prosodic 
restriction. A table of words, sentences and expressions reflecting the volume of the 
rhythmical intertextuality is presented to give a more profound analysis. After 
dividing the two poems into several parts, al-H5shim! explains the significance of the 
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rhythmiq symbolic and cultural dimensions of the two poems, as well as their 
relation to the transfon-nation in Arab societies. 
As for discussion of real experience as a basis of the intertextuality, al-H5shimi 
(1998: 37-48), after elucidating the extent of this phenomenon in Saudi poetry, 
discusses the artistic dimensions and features of the phenomenon of intertextuality, 
which have been ignored by classical rhetoric. Firstly, he argues, the poetic and 
artistic homogeneity/intertextuality among the poets of one generation is supported 
by psychological homogeneity. Secondly, living homogeneity should concentrate 
upon real experience and ignore comparison and competition. Thirdly, in order for 
intertextuality to be real and effective, it should be built upon real experience. 
Because al-B5ziei (1998: 131-153,217) is interested in analysing the intertextuality 
between Saudi poetry and Western literature, after discussing the Western discourse 
in Saudi poetry and the interaction between the two literatures, he analyses two 
poems by al-Ijumaydin and Ijasan al-Sabuc, concentrating on their intertextuality. In 
addition, after addressing the question of generating poetics and creating aesthetics, 
al-B5zici presents a general and artistic overview of some poems and Diw. ýYns; in 
general, and analyses, in particular, the feeling of boredom in the poem of 
Moammad al-Dumayni, c4z, 5m al-Apli7m, in contrast to other poems by Baudelaire 
and by the poet himself. 
Aba Hayf (2002: 87-122) devotes a chapter to studying the intertextuality in al- 
Ijumaydin's poetry. After defining intertextuality and describing its development in 
Arabic and Western heritages, he studies al-Ijumaydin's poetry in relation to three 
themes: invoking past characters, the techniques of using intertextuality, and cultural 
references, namely, employing popular idioms, words and songs. 
As for analysing al-Ijumaydin's poetry in terms of its images, AW Hayf (2002: 185- 
229), after illustrating the stages of use of images in modem Arabic poetry, discusses 
the types, structures of images and methods of aligning images, and concludes his 
study with some notes on the creation of images. Although Abil Hayf focuses on only 
one poet, al-liumaydin, his work is valuable as one of the most profound and 
comprehensive studies, in terms of studying poetic phenomena, in Saudi poetry. 
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4.3.3. Rhythm 
The rhythm of Saudi poetry has been analysed by al-Makhdiib, al-B5zici and el-Azma, 
focusing on the study of joining between Sh1rr al-Tah7ah and classical poetry and 
shedding light on the history of the prose poem in Saudi Arabia. In al-Makhdlib's 
(2000: 121-160) analysis of the joining between ShPr al-Tah7ah and classical poetry, 
she studies nine poems joining the two qTes of rhythm, i. e. Shilr al-Tafffih and 
classical Arabic poetry. The poems are Hawgjis, 6 T,? qs al-Watan by al-S-ikh5n, HAf 
by al-fjarbi, al-Majd Ant and Ashiq by a]-S5lih, Iqj'gt Mutawarrimah by al- 
Ijumaydin, al-KAJbah Ala Fadr al-MF by al-W5f i and aI-Khabt by 'All al-Dumayni. 
Because it is restricted to analysing the rhythmical movement in a poem, the 
significance of this paper is only in bringing out the phenomenon of joining the two 
types of rhythm in a poem and analysing the rhythmical changes and their influence. 
In the context of rhythmical analysis, a]-B5zici (1998: 15-37) studies the poetry of four 
poets, who not only combine the style of ShPr al-Tafct7ah and classical poetry, but also 
combine colloquial poetry and SMF al-T7PHah, and divides them according to the 
intertextuality with heritage. As for the prose poem, al-135zici (1998: 38-47) sheds 
light on the Saudi prose poem, with special reference to poems by M. al-Dumayrn 
and Mubammad al-cAmri, and Dilwinsby cAli al-cAmri and Abmad Katt(icah. 
As regards the history of the prose poem, el-Azma (2001: 206-334) illustrates the 
history and the stages of development of the prose poem in the Arab world. After 
discussing al-cAww5d's efforts in spreading the prose pcem in Saudi Arabia, el-Azma 
discusses the intellectual dimension in the prose poems of Fawziyyah AbO Kh5lid and 
Moammad al-Dumayni. Before discussing the role of the prose poem in activating 
Saudi literary atmosphere, and the change of focus of Saudi poetry from quantity to 
quality and poetic encoding during the modernist stage in Saudi Arabia, el-Azma 
highlights the characteristics of Saudi prose poets and the features of poetry. 
Although they discuss some new rhythmical phenomena, these authors ignore the 
reasons behind the rhythmical change and its cultural context. 
4.3.4. App4ring Theories 
Al-Ghadhdhdmi is the only critic to have applied critical theories to the Saudi poetry 
of the selected period. He analyses some poems by al-$ikh5n, al-Thubayti, a]-Ijarbi, 
al-Humaydin and al-$51ih, according to the Structuralist and Deconstruction theories. 
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Before analysing poetry according to the Theory of Deconstruction, al-Ghadhdhdmi 
(1987: 34-40) discusses the levels of the texts reception in terms of the new poetry 
and asserts that there is a new level of the text's reception, apart from the two 
traditional levels. Al-Ghadhdh5mi believes that the stage of persuasion, which is 
about delivering the idea of the textý and the stage of emotional passion, which is 
concerned with interaction with the textý is the traditional stages of the texes 
reception. As for the third stage, applied to the new poetry and considered as a new 
stage of the text's reception, he creates the term "mental passion" to apply to the 
multi-semantic text with its infringement of linguistic, semantic and rhythmical rules. 
Moreover, al-Ghadhdh5mi maintains that after the appearance of the new poetics in 
Arabic poetry, the literary text entered a new era, namely the reader's era, and 
Deconstruction should be the method for its analysis. 
In a section on deconstructing a text as one unitý al-Ghadhdhdmi (1987: 40-46) states 
that there are two levels of meaning, i. e. ordinary and figurative levels. Further, when 
the reader reaches a word or sentence at the figurative level, the meaning of the 
sentence changes from the state of presence and limitedness, to one of absence and 
openness. Thus, al-Ghadhdh5mi analyses three poems of al-ýJ-kh5n, a]-Thubayti and 
al-Ijarbi, Wa mit Bashk Agsan, al-Taoýý! s and QWsiln al-Aswad, respectively, 
according to the Theory of Deconstruction. 
In a section on analysing the poetry of public discourse, al-Ghadhdh5mi (1987: 47- 
71) studies eight poems by al-$-ikh5n, al-Thubayti, al-Ijarbi, al-'Umarl, al-cfJdah and 
Ghajariyyat al-Rif. A semiotic analysis is conducted with a focus on connecting ideas 
and concepts between these poems to create new concepts and to express, therefore, 
that inclusiveness and ability of the variable semantic openness are significant 
features in the modem poem. However, in the section on the Structuralism of public 
discourse, al-Ghadhdhdmi sheds light upon five poems of al-$ilib, al-Ijarbi, al- 
$-ikh5n, al-cUmari and al-Yiisuf, by displaying their movement from individual to 
public discourse. This is done through structural analysis to connect general concepts 
in these poems with each other, on the one hand, and with concepts outside the 
poems, on the other. A]-Ghadhdhgmi also discusses the idiosyncrasy of the author, 
emphasising that every poet has his own distinctive features in both content and 
form, regardless of the general overlapping between the poems. In addition, al- 
Ghadhdh5mi, after setting up a new approach based on Structuralism, Semiotics and 
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Deconstruction, investigates'Aff al-Dumayni's poem, al-Khabt Because the poem was 
composed as a response to the Mulagaqah of Tarafýh Ibn al-cAbd, a comparison 
between the two poems is drawn, according to the new approach, in terms of rhythm 
and the evocation of growing conflict. 
As regards the poetry of 1jusayn a]-cArawi, after - analysing the distinctive poetic 
features in comparison to that of AW Tamm5m in the golden era of Arabic literature, 
al-Ghadhdhdmi (1992: 25) studies the horizon of expectation and the unexpected 
elements in al-cArawi's poetry. In the context of analysing al-cArawi's attitude to 
understanding poetry, al-Ghadhdhdmi investigates the relationships between the title 
of the Di'w9n, as an independent text, and the last verses at the end of the Mw,; Y-7. In 
addition, he applies a structural study of a few verses in view of his analysis of the 
title of the DiwD7. Although al-Ghadhdh5mi is a structuralist, in this study, in which 
more depth might have been expected, he confines himself to al-cAraw-lis attitude to 
poetry and pays no attention to other artistic phenomena in the Dimin. 
In his study of the poem of al-Ijumaydin, Wa Tantaýir a1-Nuqfis12 Apy,! Dmn, a]- 
Ghadhdh5mi (1994: 159-175) applies the Deconstruction Theory. After discussing 
the dimensions of the meanings of the titles of al-Ijumaydin's Diwk? s in comparison 
with those of Nizdr, Abmad Matar and Adunis, a]-Ghadhdh5mi asserts that a reader 
who has much knowledge about al-Ijumaydin's poetry will be under the influence of 
the concept of the horizon of expectation, which was suggested by Jauss in his 
development of the reception theory. 
Focusing on the phrase "the sound or the death", al-Ghadhdh5m! studies al- 
Ijumaydin's poem by analysing the double meanings of the words and elucidates the 
fact that the poem does not call for suicide, but it calls for the crucial alternative, "to 
be or not to be". In other words, the poet must pass his voice on to others; otherwise, 
he must leave. Thereafter, because al-Ghadhdh5mi considers al-Ijumaydin as an 
adventurous poetý he describes what the reader expects from the poem being 
analysed, in the light of the features of al-IjUMaydin's poetry. In this contextý al- 
Ghadhdhdmi discusses the overlapping between colloquial and literary language in 
al-Ijumaydin's poetry and highlights other distant dimensions of al-Ijumaydin's 
linguistic adventure. Not only is this study confined to one poem, but also the analysis 
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itself is restricted to one phenomenon in the text, i. e. the multiplicity of the concept 
of suicide in the poem. 
The works of al-Ghadhdh5mi, AbF1 Hayf, al-H5shimi, al-Qurashi and al-Makhd6b on 
Saudi poetry are considered important studies which pay attention to the analysis of 
the artistic features. Although al-Qurashi and AM Hayf study the language and 
structure, they restrict their studies to theorisation rather than analysing poetry, or 
they analyse the poetry of only one poet, which may give only a limited point of view 
of the function of Saudi poetry in its cultural and developmental dimensions. 
Regarding the study of intertextuality, image and rhythm, both al-Hgshimi, AbG Hayf 
and al-Makho(ib ignore what is taking place in the Saudi literary environment and its 
relationships, with not only types and sources of intertextuality, image and rhythm, 
but also personal, social and cultural stimuli, as well as all other possible dimensions, 
which can be relevant to the analysis of Saudi society as a whole. Although the 
critical works of al-Ghadhdh5mi are considered as significantý profound and 
attractive works because of their attempt to apply modem theories to Saudi poetryý 
they are dominated by a single theory, to the neglect of other dimensions in the text. 
Thus, al-Ghadhdh5mPs method . can be viewed as 
incapable of providing a 
comprehensive insight into the text. 
4.4. Studying Intellectual Attitudes 
The description of intellectual attitudes in Saudi poetry in the selected period is a 
noticeable phenomenon not considering its size and value. Attitudes studied in the 
literature are modernist, feminist, Islamist and pan-Arabist attitudes. 
4.4.1. Modemist Attitude 
The modernist attitude in Saudi poetry has been described by al-N5bulsi, N5ýif, al- 
Ama'Fit and al-Zahra-ni, based on analysis of the poetry of al-Thubayti, al-Ijumaydin, 
cAli al-Dumayni, Moarnmad al-Dumayni and Alýmad Bahkali. 
After a general analysis of two poems in the first Dlw, ýTn of a]-Thubayti, al-N5bulsi 
(1986: 175-189) deduces that al-Thubayti, as well as being influenced by Niz5r 
Qabb5ni, was looking for a new poetic horizon to create new forms and concepts in 
Saudi poetry which appeared in al-Thubay-ti's poetry and Saudi poetry later on. Al- 
N5buls! expresses the view that the second DIMM by al-Thubayti can be considered a 
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further step in developing Saudi poetry towards Modernism. In addition, he observes 
that the second Dilwi7n contains two main phenomena, namely, laying questions out 
and the spirit of dream and ambition. He then analyses the poem, Shahrazid wa al- 
Raffl, TAýnjq al-. ffuhn, in the light of these features. At the end of the study, al- 
N5buls-i compares al-Thubayti with the Palestinian poet, Moammad al-Ziihir, in 
terms of their spirit of dream and ambition. Although al-Nabulsi describes the 
position of al-Thubayt! among the modernist poets, this study presents only a general 
view about al-N5bulsi's opinion, rather than investigating the modernist attitude in 
Saudi poetry itself. 
When N5ýif (1993: 103-126) analyses the poem of al-Taoýý! -S by al-Thubayti, 
focusing upon bridging the gap between words and sentences which appear, in the 
view of non-modernist readers, to be separated from each other, he is concerned to 
point out the revolutionary and modernist dimension in the poem, rather than the 
stylistic and artistic dimensions, which gives the study historical and intellectual 
rather than artistic value. 
In his study of al-liumaydin's poetic attitude and before giving a definition of al- 
Tag, hri-b, (strangeness) in al-Ijumaydin's poetry, al-Ama'Fit (1997: 67-76) describes 
the poetic ability of al-Ijumaydin and remarks that he escapes from the control of 
consciousness in order to fuse both the conscious and artistic sides together. Al- 
Arna'Cit considers that a]-Tqghn-b is when the poet looks on life not in terms of a 
group of customary attitudes, but from an unexpected specific point of view. After 
pointing out the devices used for strangeness in al-Ijumaydin's poetry, namely, 
imagery, vagueness and myth, al-Arna'6t, in the analysis of some verses, perceives 
that al-Ijumaydin uses these devices to make the text more oblique, so it does not 
create an easy-to-cross bridge towards the concepts and ideas of the text. Despite 
giving a general impression about one feature of the first DjlwýDi of al-Ijumaydin, it 
cannot be said that this study fully covers the feature itself, let alone discussing the 
reasons and the several factors that produce this feature. 
In an intellectual and comparative study of three poems about New York, namely, 
Yiw&iýyat al-AW wa New York by cAli al-Dumayni, KABatun Mah&ý5yatun An Lay] 
New York by Moammad al-Dumayn! and Ru'95 New York by AI: Lmad Bahkali, al- 
Zahr5ni (1993: 72-101), discusses four issues, namely: the intellectual frames; texts 
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pleading against New York; New York as a place of expatriation and questions; and 
New York as a city of dispraise. 
In the context of analysing the intellectual dimensions behind the three poets' aims, 
al-Zahr5ni describes the history of the Arab world with the West in order to 
recognise the aim of the three poets in selecting New York as their topic, and what 
they want to say to the reader through basing their poems upon a symbol of Western 
civilisation. Furthermore, al-Zahrdni asserts that although cAli Shalash has studied 
six poems about New York composed by Arab and non-Arab poets, his study is 
different from ShalasWs study because of the particular characteristics of Saudi 
culture and its attitude towards Western civilisation. 
In the analysis of cAli al-Dumayni's poem, ýffiw&iýyat al-M wa New York, al-Zahr5ni 
analyses the political and cultural dimensions represented by the Nile/Arabs and 
New York/the West. In addition, he observes that the poet expresses the Arabs' 
attitude towards the West through using historical Arab symbols such as cAntarah, 
T5riq Ibn Ziydd and al-Jdmic al-Azhar. Furthermore, when al-Zahrdni analyses 
Mubammad al-Dumayni's poem, KAghawn Nahkýyatun An Lay] New York, he 
maintains that the poetý instead of criticising the Westý raises many questions about 
its civilisation. Moreover, although the poet does not ignore the West, he believes 
that New York is a city of contradictions. 
Although the poem, RugRNew York, by Bahkali, is similar in aim to Moammad al- 
DumaynFs poem, al-Zahrini argues that the latter has greater depth in terms of 
symbols and the intellectual dimension. Before giving an anthropological 
interpretation at the end of the study, al-Zahr5ni remarks that the three poets are 
alienated from the West for political reasons. Although this study concentrates on 
the intellectual instead of the artistic dimensions, it reflects not only how much 
difference there is in intellectual attitudes in the country, but also how the modernist 
trend presents itself and influences the Saudi literary environment. 
4.4.2. Feminist Attitude 
Feminist attitude in Saudi poetry was described generally by a]-Ama'Ot and a]- 
Ya-byg'i, based on the analysis of Badicah Kashghari and Fawziyyah AM Kh5lid's 
poetry. In his study of Modernism in the poetry of BaRah Kashghari, al-Arna'(it 
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(1996: 157-171) sheds light upon the feminist attitude in her Diw, ýTn, Wa al-RaW 
IdhgAzhar Because the poetry in the MwJn is of the prose poem tyM al-Arria'Cit 
affinns that the motivation of Badilah. towards Modernism is a result of an ideological 
reaction against customs, including classical poetry. What gives this study a critical 
value is that al-Arna'fit describes the feminist attitude in the context of analysing the 
features of the poetic language of Bad? ah and her creativity in using symbols and 
myths to express her own attitude. In addition, when al-Arna'(it focuses on the 
feminist attitude of Badicah, who takes poetry as a means to explain women's attitude 
towards men, he elucidates the idea that she not only aims to protect women's rights 
but also speaks out against the persecution of children and the lower class. As is 
obvious above, this study only gives a very general view about one D[wJb of Badilah 
and her attitude towards Feminism in Saudi Arabia. 
Although al-Yalýyd'i (2001: 22,60-69) mentions twelve Saudi poets who compose 
prose poems, she confines her discussion, apart from the analysis of a few verses by 
Mubammad cUbayd al-Ijarbi, to Fawziyyah Abil Kh5lid's poetry, especially her poetry 
expressing her feminist attitude towards Arab women's rights and freedom in the 
Arab world. A]-Yaby5'i offers a geperal discussion of Fawziyyah's poetry, in terms of 
the use of monologue and dialogue and her attitude towards Saudi society and 
freedom in Arab women's voices, presented through the discussion of metaphor, 
simile and poetic language. 
The attention paid to the feminist trend in the literature is rather slight, compared to 
the power and significance of the trend itself. That may be, not only because the 
trend is considered as a sub-trend within the modernist trend, but also because of the 
position of women in Saudi society in general. Considering that the feminist trend 
has its own values, principles and issues, the literature ignores the quality of these 
principles and values, and how it is related to Islamic teachings and values, as well as 
to what extent the feminist values will be accepted by society at this stage, not to 
mention the discussion of the function of intellectual and artistic production in 
spreading feminist thought in the country. 
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4.4-3. Islamist Attitude 
The Islamist attitude in Saudi poetry has been generally described by el-Azma and 
AbG al-Ri45, based on shedding light upon the attitude through describing the poetry 
of al-cAshm5wi, 1-15shim Rashid and al-Rushayd. In his description of the Islamist 
trend, el-Azma (2001: 335-347) sheds light on the dialectics between art and content 
in poetry, based on a study of al-cAshm5w! and 1-15shim Rashid's poetry, to express 
that the Islamist trend in general is interested in delivering ideas rather than making 
an artistic text. 
In contrast, AbG al-RiO5 (1996: 37-48), in his study of al-Rushayd's poetry, expresses 
the view that the literature of the Islamist trend has an artistic dimension. Therefore, 
he discusses the fon-nation of Islamist consciousness in the Diw, 5n of KhRAnat al- 
Buifiq by 'Abdullah al-Rushayd, and pays attention to the artistic dimensions. 
Furthermore, he analyses the features of the conservative discourse and loyalty to the 
art, and the levels of intertextuality in the Diw, -Tn. In this context, Aba al-Riod studies 
the poems, Eff ýýnhý5y al- Wajd and Qakpln wa A dmYn in terms of their artistic and 
intertextual dimensions. 
It is generally agreed that the Islamist trend is somewhat ignored in the literature, 
not only because of the power of Modernism in the Saudi literary and intellectual 
environment, but also because of the lower artistic level of their literary works, 
according to the modernist point of view, as well as their limited abilities in dealing 
with the media and literary clubs in the country. However, apart from AW al-Ri45's 
study, critics who focus on the Islamist attitude in literature not only ignore analysis 
of the artistic dimension in the poetry of the trend, but also ignore the literary works 
created by the Islamist trend in the selected period in general, despite the high 
artistic level of some of these works. 
4.4.4. Pan-Arabist Attitude 
The pan-Arabist attitude in Saudi poetry. has been generally described by al-Shinti 
and al-Yahyd'i, by shedding light on the attitude through describing the poetry of 
Atimad al-ý51ib and Fawziyyah Ab5 Kh5lid. 
When al-Shiný (1982: 13-21,38-41) analyses the two MmFnsof A-bmad al-ý51ib (also 
. qqt aM4ff@and 
QaýgYd 5 Zaman al-Safar, he known as "Musk%'), 'Indam5 Yas 
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identifies changes in al-$51ib's mood, from a pan-Arabist and revolutionary spirit in 
the first Mw0fl7 to sadness and sensitivity in the second, by discussing some new 
stylistic and phonostylistic phenomena. In her study of Fawziyyah AW Kh5lid's 
poetry, al-Yalýyd'! (2001: 120-130), after investigating AW Kh5lid's feminist attitude, 
describes the pan-Arabist attitude through analysing Aba Kh5lid's poetry on Saudi 
society, the Arab-Israeli conflict, the Lebanese issue and other Arab issues in both 
culture and politics. In so doing, al-Ya-byg'i studies not only monologue and dialogue, 
and poetic language in Ab(i Kh5lid's poetry, but also the influential relationship 
between the poetry and local, Arab, Islamic and global memory. ' 
It is obvious that the attention paid, in the literature, to modernist and feminist 
attitudes is greater than the attention paid to the other attitudes in the country, not 
only as a result of the fact that the media and intellectual organisations and activities 
are dominated by the modernist trend, but also because the scholars in the other 
trends did not have enough power and motivation to express the vision of their trend. 
In addition, although affiliation is a very important and considerable phenomenon 
among Saudi poets, the attention paid to it so far is not commensurate with the 
influence and scope of the phenom enon in the environment itself. The Islamist trend, 
as mentioned above, for instance, has been ignored and no critic has given attention 
to its poetry, whereas the modernist trend, in contractý has attracted far more 
attention than its scale and influence would appear to warrant. 
4.5. Studying the Transformations of the Poetic Movement 
Transformations in the poetic movement in Saudi poetry in the selected period are 
described in the literature. The topics discussed are the stages of the poetic 
movementý cultural challenges and the transformation from classical poetry to Shilr 
al-T,? FRah, and to the prose poem in the modernist period. 
When al-135zPi (1998: 49-85) describes the cultural challenge of modernity and the 
new literary movement in Saudi Arabia, taking poetry as an example, two topics are 
covered, namely, the challenge of modernity, in general, i. e. education and the press, 
and the challenge of modernity in poetry. In addition, al-Bgzici classifies the poetic 
movement in Saudi Arabia into six poetic stages, as follows: the stage of orality, the 
transition from orality to writing, writing w ith the spirit of orality, the writing stage, 
the stage of Modernism and the stage of the prose poem. In this context, al-N5buls! 
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(1986: 175-178) believes that the Saudi poetic movement, especially in the first four 
stages, has two problems in terms of interaction with literature in the Arab world. 
The first is that Arab critics completely ignored Saudi literature as a whole until the 
1960s because of their stereotype of the weakness of Saudi literature. The second 
started in the 1970s when some Arab critics went to Saudi Arabia and praised Saudi 
poetry because of the Saudi wealth. In relation to the features of the Saudi poetic 
movement, al-135zili, (1991: 18-29) affirms that there are two main important features 
in the new poetic movement in Saudi Arabia, namely, the artistic techniques 
employed, and the poetic themes in terms of their engagement with political and 
social life. 
As for the rhythmical transfon-nation in Saudi poetry, in her discussion of Fawziyyah 
Ab5 Kh5lid's poetry, al-YabyTi (2001: 19-22,39-42) studies the transformation from 
the classical poem to al-T. 7fffib and subsequently to the prose poem in Saudi Arabia. 
Similarly, al-B5zici (1998: 13-46), in his description of the rhythmical transformation, 
he discusses the movement from Shilr al-TafWah to the prose poem and reviews 
modem poetry by analysing the rhythmical references of modem poetry in three sub- 
sections, namely, the classical- T. LF17T reference, the popular- TafW reference and the 
prose reference. Also in this theme, el-Azma (2001: 271-286), after describing the 
history and the stages of development of the prose poem in the Arab world, explains 
al-cAww5d's efforts in spreading the prose poem in Saudi Arabia and discusses the 
role of the prose poem in the transformation of Saudi poetry from quantity to quality. 
Because Modernism is associated with the selected period, also relevant to this study 
is AbF1 Hayf s (2002: 11-16), study of the poetry of al-Ijumaydin, who is a well-known 
modemist poetý in which he presents a historical introduction to Modernism in Saudi 
poetry and discusses its early beginning, stages and relationship with Modernism in 
the Arab world. 
Although these studies discuss important issues related to the transformations in 
Saudi poetry, they focus on classifying the transformations into stages rather than 
discussing the reasons behind the transformation from one stage to another. 
4.6. Studying the Relationship between Saudi Poetry and Saudi Society 
The relationship between Saudi poetry and Saudi society in the selected period is 
described in the literature. AI-135zili is the only critic who sheds light on the confiict 
between the poets and society, and the features of the national identityý i. e. the 
129 
culture of the desert. In his analysis of the interactions between the poeý political 
and social life, al-135zicil (1991: 18-27) observes that espousing new poetry leads the 
poets to confront society, and compose poems describing this conflict: examples 
include al-liumaydin fttij. ýFhgtun Ali AO al-Zaman al-RWd, al-ýikhdn FýdVah 
Tatacaflam a]-Rasm and al-Ijarb-1 TadRhulitun Dimashq&ah. 
In view of the multi-faceted nature of Saudi social conflict, the poets tend to use 
myths and symbols, for example, historical characters, such as al-Shanfar, 5, Antarah 
and AM Dhaff, to convey their ideas and concepts. When al-135zici (1991: 31-46) 
discusses the features of national identity, that is, the culture of the desertý in the 
analysis of al-Thubayti's poems, for example, al-TaViTfis and Hawizin, he argues that 
the new Saudi poetry adopts the culture and the heritage of the desert. This can be 
seen in the preoccupation with drought, starvation, struggle and instability in the 
poetry of al-Thubayti and al-$-ikh5n, who exploit Dhu al-Qamayn, al-Bibi1jand 
Kjhin al-, Yayas vehicles to transmit their ideas. 
In addition, al-B5zici (1991: 49-63) remarks that the new Saudi poetry pays a great 
deal of attention to the level of avýareness among people. Poets such as Ghajariyyat 
al-Rif and al-Ijarbi describe it by discussing belongingness to city, village or desert, 
through the employment of some inherited elements. When al-B5zicl-'s 
(1991: 66-80) analyses the poems, Ha wjý-M and Taghn-bat al- Qa w, ýFW wa al-Matar by 
al-Thubayti, and a]-Ababt and Yas-Mnak An a]-SiFah by Ali al-Dumayni, he focuses 
on the idea of awakening of people and thought. Regarding the poems of al- 
Thubayti, the relationships between the poem, the homeland and the heart are 
deduced semantically from the poems. As for the poems of cAli al-Dumayni, the idea 
that exile from the country produces a strong attachment to the homeland, is the 
main theme of al-Biizioi's analysis. 
After an introduction about the features of al-$dliVS poetry in terms of his loyalty 
towards the homeland, al-135zici (1991: 96-104) asserts a comparison between al-ý51ib 
and both Niz5r Qabbdni and Amal Dunqul, based on the analysis of three poems, 
namely, al-Ictihgf, al-Shanfarg Yadkhul al-Qaryata Laylan and Habi-bat a]-5hilr, to 
create an equation between love of a woman and love of one's homeland. Moreover, 
the relationship between love and homeland is investigated in the poem of XqAnu wa 
Hum and Khalf Fisilatin Yartamf QRRYby al-Harbi. AI-135zili maintains that these 
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poems are typical of the poetry of al-Ijarbi, in terms of his view of his relationship 
with homeland. 
There is no theory or method applied in this study; al-135zic! concentrates on 
analysing the social and cultural dimensions of the poetry, as well as the use of 
historical symbols. In this respect, his approach may be considered to be the opposite 
of al-Ghadhdh5mi's critical works. However, the superficial level of analysis and 
focus on one phenomenon in the poems limit the value of this study. Nevertheless, 
because this book was compiled from a number of articles originally published 
separately in newspapers and journals and papers delivered in conferences, and 
because it is considered as the first book studying Saudi literature in the modernist 
period, it is not surprising that it gives only an overview about the new poetic 
phenomena rather than analysing them deeply. 
4.7. The Features of the Literature 
Although some of the literature, such as the writings of al-Ghadhdh5mi, al-Ijindi and 
AW Hayf, contains profound studies and analyses, there are general features of the 
literature as a whole, which are shortcomings to be avoided in this study. 
Because most of the literature is in the form of books based on articles (five items), is 
not concerned exclusively with Saudi poetry in this stage (eight items), has only one 
chapter about Saudi poetry (four items) or is in the form of papers (eight items), this 
will obviously influence the quality of the analysis and the level of depth and 
comprehensiveness. 
Some of the literature, such as some chapters in al-Shiný and al-B5ziTs books, 
presents general views not only about poems, but also about DiwTn4 which deprives 
these books of analytical depth. 
Apart from the studies of AbG al-Ridd and cArnm5r, the literature concentrates not 
only on the modernist poets, but also on a small group of them, namely, al-Ijumaydin 
in thirteen items, Wi al-Dumayni in eleven items, al-Thubayt! in eleven items, al- 
ýýiiin in ten items, al-ý51flý in eight items, Moammad Jabr al-Ijarbi in eight items 
and Moammad al-Dumayn! in four items. However, many poets, whether from the 
Islamist trend or independent, men or women, have been ignored by literary critics in 
the press and the universities; for example, cAbdullah al-Zayd, Moammad al- 
ManýUr, J5sirn al-Suhayyib, cAbdullah al-Rushayd, Siedbi, Bahkall, Muft5h, al- 
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'ýAshmdwii, fjillit, aVArawi, at-Wffi, Fdymah. al-Qami, Latifah Qdri, al-Hindi, al- 
'Urayyid and others. 
The literature tends to be limited not only to a group of poets, but also to specific 
poems. For example, the poem, ahKhabt by cAli al-Dumayni is analysed in eight 
items, and each poem of RV(1ah by al-$-ikh5n, al-Shanfariby al-ý51ilý and A7iadýýh 
by al-Ijarbi and al-Ta(lals by al-Thubayti is studied in six items. Wa Tantaýir al- 
Nugfish and Jawqat al-Z& by al-Ijumaydin appear in four items each. In addition, 
the analysis of popular heritage and myth in these poems and in the literature as a 
whole is a common feature. 
While the literature concentrates upon some literary phenomena, such as the 
employment of heritage, there are many other aspects of the content, rhythm, style 
and structure in Saudi poetry that should not be ignored or underestimated, such as 
the relationships between transformation in culture, and way of life, and the poetic 
developments in terms of form, content, rhythm and style. 
The literature paid no attention to some important analytical criteria, such as 
answering the why question in terms of employing a specific myth or symbol, stylistic 
and content aspects, and how associated are all these varieties with the external 
dimensions of the poem, as well as with the cultural and historical contexts. Also, 
studying a poem as one unit has been ignored somewhat by the literature. 
Although it can be said that a theory was employed by al-Ghadhdh5mi, the rest of 
the literature was descriptive and subjective to some extent. The authors mentioned 
obvious phenomena without paying attention to the depth of analysis or artistic 
dimensions. Nor did they consider stylistic and structural phenomena or investigate 
both the internal and external dimensions of the text, which will be studied in this 
thesis, not to mention that the Fugitive Meaning Approach, applied on Saudi poetry 
in this study, is a creative thinking-based method. 
What makes Saudi poetry, in the selected period, in need of study is that some 
literature published after 2000 repeats what was produced in the 1980s; not only the 
same poets, but also the same poems and points of view. EI-Azma, for instance, in the 
book published in 2001 and al-H5shimi in the book of 1998, replicated what al-135zici 
and al-Ghadhdh5ml published in 1986 and 1987. 
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4.8. Conclusion 
This chapter has described the scholarly papers and books that have discussed so far 
Saudi poetry in the selected period. In studying the employment of heritage, some 
elements of heritage studied by the literature, such as myth, symbol, popular heritage, 
intertextuality with heritage and the employment of historical characters, events and 
texts, have been reviewed. In addition, this chapter reconsiders the artistic features 
discussed by the scholarly works, such as language, structure, intertextuality, image 
and rhythm, before reviewing the intellectual attitudes in Saudi poetry, such as 
modernistý feminist, Islamist and pan-Arabist attitudes. The features of the literature 
have been described at the end of the chapter after shedding light on studying the 
transformation of the poetic movementý and the relationship between Saudi poetry 
and Saudi society. 
After reviewing the literature on Saudi poetry and identifying its general features, it is 
extremely important for this study to avoid the shortcomings mentioned above by 
producing a new study that will contribute to the literature of. Saudi poetry and 
suggest other spheres and areas for future research. This does not mean that this 
study will overcome all the shortcomings which have so far been ignored by the 
literatureý but it will endeavour to be distinctive from them, in terms of topic, 
methodology and the target of the study. The present researcher will aim not only to 
avoid previous shortcomings, but also to create a new method and analyse new 
phenomena in the light of both psychological and cultural dimensions in terms of the 
poet and society. 
In addition to avoiding the general weaknesses of previous literature, as well as 
analysing new DjlwýMs; this study will be built upon the Fugitive Meaning Approach 
discussed in Chapter Three, which is considered a suitable approach for analysing 
Saudi poetry, because of the particular characteristics of Saudi history, circumstances 
and people, explained in chapters one and two. 
Chapter Five, which is the following chapter, is the first chapter in the analytical part 
of this study, which includes chapters five to eight. The chapter analyses four poems 
under the light of the poetic phenomenon, the Qualitative Employment of "Popular 
Heritage". 
133 
The studies on Saudi poetry reviewed in this chapter are as follows: 
1. Abia- al-Ridk Salad. Jam0ij3,9t al-Adab al-Isllml (Aesthetics of Islamist Literature). 
Cairo: al-MajmWah al-Muttabidah li al-Tibilah, 1996. 
2. Abfl Hayf, 'Abdullah. AAffadýfthah Jýal-Shilral-Sui7df; Q,? ýidatsalad a]-ijumaydin 
Namfidhajan (Modernism in Saudi Poetry; the Poem of Salad al-Ijumaydin as a Model). 
Morocco: al-Markaz al-Thaq5fi al-ýArabý 2002. 
3. cAmmdr, Malýmfid S. AI-Aniiýir al-TuriFthlyyah 5,9hilr Alf al-Asfji (The Inhe rited Elemen ts 
in the Poetry of cAli al-ý'Aslr! ). Proc. Of al-Mu'tamar al-Thiini Ii al-UdabT al-Su'fidiyy1n, Vol 4. 
Makkah: Munshfiri Jami'at Um al-Qur5,2000. 
4. AI-Arna1it, 'Abd Allatif. "Al-Hadgthah al-Fanniyyah fi Shilr Badi-ah Kashghaff' (Artistic 
Modernity in the Poetry of BaýPah Kashghani-). Majallat- QawWl. Riyadh: al-NEdi al-Adabi, 7 
(1996): 157-172. 
5. N-Amalit, 'Abd al-Laýif. "Al-Taghni-b fi "Rusiimun cA15 Al-ljd'if' (Strangeness in the 
Collection of "Rusdmun lAli al-IjXiC'). Majafiat- QawV1. Riyadh: a]-Nddi al-Adabi, 9 
(1997) : 67-114. 
6. El-Azma, Nazeer. Qacffy,! wa IshkW al a ith al PA' al 5V7 ýYft 6 al-Shiýr al-Arabi -ti d: -5h r-ud 
Nangdhajan (Issues and Problems in Modem Arabic Poetry : Saudi Poetry as a Model). 
Jeddah: al-N5di a]-Adabi. 2001. 
7. Al-135ziii, Salad. J? 2, Vjta1-Qa§fd4 (References of the Poem). Riyadh: al-NEdi al-Adabi 1998. 
8. Al-135zili, Salad. Thaqgfat al-A&XCMe Culture of the Desert). Riyadh: no pub., 
1991. 
9. Al-Ghadhdhdmi, eAbdulIah. Tashnr-h al-Nass (Deconstructing the Text). Beirut: D5r al- 
Talilah, 1987. 
10. Al-GhadhdhZimL 'Abdullah. "Husayn al-cArawi: lndz&r MaI5 Yuntazar. "AAR&ýd 
NewspAper (the first part) 23 Jan. 1992, (the last part) 28 May 1992. 
11. Al-Ghadhdhirni, 'Abdullah. AI-Qaýfdah wa al-Nag al-MuViTdd C17he Poem and the Opposite 
Text). Beirut: al-Markaz al-ThaqdR al-cArabi, 1994. 
12. Al-Ff5shimý `Alawi. jghihe al-Talguq al-Naýýsi Jý al-Shil- al-SuVd! al-t1adAh (The 
Phenomenon of Intertextuality in Modem Saudi Poetry). Riyadh: Mulassasat al- 
Yamiimah, 1998. 
13. Al-HindL Ashj5n. Tapt7ff al-Turith R al-ShA- al-sufldl al-MuliýiF Ube Employment of 
Heritage in Modem Saudi Poetry). Riyadh: al-NNd! al-AdabL 1996. 
14. Al-MakhdFab, Latifah. Al-Muziwajah Batyn al-ShiSral-TafXwa al-Ainadl5al-Shiýral-SuftdF 
(The Joining of Free Verse and Classical Verse in Saudi Poetry). Proc. Of al-Mu'tamar al- 
Thiini li al-UdabTaI-Su'fldiyy1n, Vol 4. Makkah: MunshUrd Jarnilat Um al-Qura, 2000. 
15. Al-Nabuls7i, Sh5kir. Raghlf al-Nfr wa al-, yin. tah (A Loaf of Fire and Wheat). Ammiin: al- 
Mu'ssasah al-ý`Arabiyyah Ii al-Dirds5t wa al-Nashir, 1986. 
16. N5ýif, Mustaf-a. Al-W.? j72 al-GhO*b ffhe Absent Face). Cairo: al-Haylah al-Mi5riyyah al- 
"Ammah. lfiil-Kitadb, 1993. 
17. Al-Qurashý cKli S. Tiiqjt- al-lbdP (Abilities of Creation). Jeddah: al-Ngdi al-Adabi, 1994. 
18. Al-QurashL 'All S. "Aliqat al-Qaýidah al-Jadidah fi al-Mamlakah bi al-Tur5th" (The 
Relationship between the New Poem and Heritage in the Kingdom). Majallat 
QawWl. Riyadh: al-Nidl al-Adabi. (1993): 27-48. 
19. Al-Shint- 
.4 
Muhammad ý. Mats-ba'g= Adabijqrý (Literaq Continuations). Al-Damindin. 
Jam'iyyat al- Yhaqgah wa al-FunaA 1982. 
20. AI-Surayjýi, Salid. Al-"a-bah Kh.; aijal-Aqw. 1s (Writing outside the Brackets).. Jdziin: N5di 
Jizin al-Adabý 1986. 
21. AI-Yabyi'ý S. The Early Beginnings of al-Qasida al-Ijurra (free verse) in the Gulf 
States: 1970s-1980s. Unpublished Ph. D, University of Leeds. Leeds, 2001. 
22. Al-Zahranii, Mujib. "New York ft Thalith Qasi'id Mabaliyyah (New York in Three Local 
Poems). Mqja11atQaw9R1. Riyadh: al-N5d! al'. 
ýdabl. (1993): 72-105. 
2 The scholarly works of the literature related to Saudi poetry in the selected period are as follows: 
1. Ab5 al-Ri4g. (1996). A small size book, only chapter 1, (38pp). 
2. AbO Hayf, 'Abdullah. (2002). A small size book and the whole of it is restricted to one 
Saudi poetý (238pp). 
3. cAmmdr, Mahmfad S. (2000). Paper, (65pp). 
4. Al-AmaFat, 'Abd Allatif. (1996). Paper (15pp). 
5. AJ-Ama'fiý 'Abd Allatif. (1997). Paper, (9pp). 
6. El-Azma, Nazeer. (2001). A small size book and the whole of it is based on papers and 
articles. (394pp). 
134 
7. AI-Bizi"i, Saad. (1998). A standard size book 3 sections of chapter I (125pp), chapter 2 
(pp29), and 2 sections of chapter 3 (65pp). 
8. AI-135zii, Sa0ad. (1991). A standard size book, chapter 1 (66pp), 2 sections of 
chapter 2 (22pp), and I section of chapter 4 (6pp). 
9. Al-Ghadhdhdmi, 'Abdullah. (1987). A standard size book chapter 2 (37pp) and I 
section of chapter 3 (17pp). 
10. Al-GhadhdhgmL cAbdullah. (1992). Article in a newspaper (Ipp). 
11. Al-GhadhdhiniLAbdullah. (1994). A small size book, chapter 4 (31pp). 
12. Al-1-15shimi, 'Alawl. (1998). A small size book and the whole of it is based on 
analysing only four poems, one of them is by non-Saudi, (388pp). 
13. Al-Hindi, AshjFLn. (1996). A standard size book and the whole of it is based on analysing 
eleven poets, only six of them are related to the selected period. (225pp). 
14. AI-Makh4fib, Laffah. (2000). Paper, (40pp). 
15. Al-Nabulsi, Sh5kir. (1986). A small size book, only chapter 3 (14pp). 
16. Ndýif, Muqafa-. (1993). A standard size book, only chapter 3 (23pp). 
17. Al-Qurashi, eki S. (1994). A small size book, only chapter 2 (24pp). 
18. A]-Qurashi, cAdi S. (1993). Paper, (19pp). 
19. Al-Shinti, Mubammad $. (1982). A standard size book, only chapter I (44pp). 
20. AI-SuraybL Said. (1986). A small size book, 2 sections of chapter 1&2 (17pp). 
21. AI-YabydL S. (2001). Thesis, the author studies some features of many poets 
from the Gulf States, two of them are Saudis, (290pp). 
22. Al-ZahrdnL Mujib. (1993). Paper, (32pp). 
For stages of modem Saudi history, see: Chapter One. 
135 
Chapter Five 
The Qualitative Employment of "Popular Heritage" 
5.1. Introduction 
This chapter is the first chapter in the analytical part of this study, which contains 
chapters five to eight, applying the Fugitive Meaning Approach to Saudi poetry. 
Therefore, it commences with an introduction describing the criteria for the 
analytical part before explaining the phenomenon of the Qualitative Employment of 
"Popular Heritagd'. The analysis of this poetic phenomenon consists of investigating 
four sub-phenomena, which are the Function of Popular Poetry as an Expression of 
Extreme Disappointmentý the Employment of Conflict in Popular Stories, Consolation 
in the Employment of Local Spirit: "the Land", and Refusal in the Employment of 
Local Spirit: "the Values". 
5.1.1. Chapters Five to Eight 
Although Saudi poetry, in the selected period, the last quarter in the 20'hcentury, has 
been influenced by Modernism, which comes from the Westý it has a unique voice as 
a result of its idiosyncrasy relating to the historical, cultural and desert 
characteristics. This uniqueness does not mean that Saudi poetry is separated from 
Arabic, international, literary and intellectual factors. It means that Saudi poetry in 
general has its own style', which is influenced, consciously or unconsciously, by 
historical, cultural and desert dimensions. Thus, chapters five to eight aim to study 
Saudi poetry in the light of its relationships with these dimensions. 
These chapters are built upon four well-known phenomena' in Saudi poetry, each of 
which has its own sub-phenomena. In the present researcher's view, basing the 
chapters upon phenomenal analysis is the most appropriate method, not only for 
presenting a general view about Saudi poetry or making a decision on it as a whole, 
but also because it is the only proper method for applying the Fugitive Meaning 
Approach, as suggested in Chapter Three, which deals with the literary text as one 
unit. Furthermore, by applying phenomenal analysis, this study will avoid the 
limitations of previous literature, by adopting a comprehensive study, whether it is 
about the poetry of the selected period or about the specific poem. Hence, the 
innovative aspect of this method claims to be different from the traditional and 
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stylistic ones, which study the literary text by breaking it into components, i. e. 
analysing themes, lexis, sentences, images and rhythm separately. 
After a comprehensive and deep examination of Saudi poetry during the selected 
period, it is obvious that the most important four phenomena, which were more or 
less ignored by the literature studied in Chapter Four, are: the qualitative 
employment of popular heritage; affiliation and the domination of anxiety; Saudi 
women and the inevitable conflict; and vagueness and the adventure of distinction. 
These four phenomena constitute chapters five to eight, which organised according 
to their importance in the selected period. While fourteen poems are selected, as sub- 
phenomena, to represent these phenomena in Saudi poetry, references to some other 
poems, representing the phenomenon and its sub-phenomena will be mentioned in 
the beginning of each chapter. 
Besides, the titles of the phenomena and their sub-phenomena are created to give 
general views about the purposes of the analyses of the *poems, they are formed to 
reflect the poems' general images within their contexts. In other words, this part of 
the thesis is organised in a hierarchical method, which starts from studying Saudi 
poetry within its historical, cultural and desert contexts, selecting four poetic 
phenomena in the light of Saudi poetrys background, selecting some sub-phenomena 
under each one of these four phenomena, selecting a poem representing the sub- 
phenomenon and analysing the contentý structural and stylistic detailed features, not 
only in the poem's context, but also in the contexts of the sub-phenomenon and the 
phenomenon, considering its historical and cultural dimensions. Thus, the titles of 
phenomena and sub-phenomena, the overviews and the perspectives of 
interpretations given before the poems should be understood in the context of the 
hierarchical structure of this part of the study. In addition, the tide of d-le poem, 
which represents a sub-phenomenon, is formed in keeping with the gene ral meaning 
of the poem, and to include the general meaning of the sub-phenomenon itself. 
Each poem, in this study, is investigated as one unit and a completed work in terms of 
its hidden and surface aspects, rather than dividing the analysis into the traditional 
two parts, i. e. the thematic and artistic sections, or studying each one of its features 
separately, i. e. poetic experience, emotion, conten4 language, image, rhythm, rhyme 
etc. As for the analysis itself, it is organised to be a cohesive textý especially for a 
stanza, in order to engage the reader in a holistic analysis for a poem, putting into 
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account not to interrupt the reader by anything, which may prevent the reader of a 
stanza or a poem from understanding them within their holistic context. In order to 
achieve thatý direct references to the poetic phenomenon and its various dimensions 
may not be mentioned within the analysis of the poem. Therefore, the infon-nation 
given in chapters one to four, and the titles of the phenomena and the sub- 
phenomena should be taken into consideration before starting and while reading the 
analysis of the poem, so that the full understanding of the poem within its various 
contexts can be achieved. 
In addition, within the analysis, quoting poetry is used, rather than referring the 
reader to the stanza by numbering the verses, to assist the understanding of the 
meaning. The quotation of poetry will be mainly from the English translation, but it 
can be from Arabic, if the Arabic word or expression should be mentioned, especially 
when the discussion is about the Arabic words, rather than the meaning, their letters, 
sounds, rhythms etc. Overall, this method of analysing poetry is not only to keep the 
analysis united, but also to facilitate the critic to produce another creative text besides 
the original one. 
Although it may appear that some of the selected poems have a 'linguistic adventure' 
in some stylistic deviations and expressions, which seems to be abnon-nal in poetry, it 
is fundamental to state here that this aspect is deemed not only as an obvious 
element of the character of modem Arabic poetry, but also an acceptable aspect, of 
which the character of modem Arabic poetry is constituted, since modem Arabic 
poetry substitutes the intellectual concepts and visions for subjective and lyric poetry. 
The following table lists the poems, which will be investigated in chapters five to 
eight, with a view to dividing the main four phenomena into sub-phenomena, 
indicating the vfpe of each and its date of publication, as well as the poets, their date 
of birth and sex. 
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Table of the poetS3 and their poems: 
The Pommemmmm7 f 7he Poet D. Birth Sex Pub Type P. 
A cloud for me cAli Classical, 
and a blouse for a]-Dumayni 1950 Male 1991 
1 
Tafi7ah and 
her charm 
4 Popular 
A Neglected Note Sacad 
from Dub5s to his al-Humaydin 1947 Male 1988 Tah7ah 
Father 5 
Olympiad of the Jdsim 
Bod Y6 
- 
al-ýubay)ýh 1964 Male 2000 TafcRah 
A page or Mubammad 
Bedouin's paperS7 al-Thubayti 1952 Male 1983 Classical 
Time of Struggleý cAbdullah Tafj7ah 
al-Rushayd 1965 Male 2000 and Classical 
Oh Rust, I Sip 0Abdullah 
YOU9 
al-Zayd 1952 Male 1986 Tah7ah 
You Are for Me, Ajýmad 
and We and the al-S51ih 
Letter for the (MLýý 1942 Male 1987 Tafi7ah 6 
Homeland"' 
There is a Mubammad 
Mosquito in Your al-Manýfir 1950 Male 1979 Tafieflah 6 
Excellency's Nose" I 
Where Is the Thurayy5 
Direction of the al--cUrayyid 1948 Female 1994 TafRah 7 
Trees 12 
The Pearl of the 
Difficult Laofah Q56 1965 Female 1998 Ta Pi7a h 
Evening" 7 
The War of Ashj5n 7 
Crescents" al-Hindi 1968 Female 1996 TaPRah 
The Subconscious 
Intermixture between cAbdullah the Memory of the al-Khashram! 1958 Male 1991 Tafffih 8 Past and the Feelings 
of the Presene' 
Fawziyyah Prose 8 
S16 Livelihood Ab(i Kh5lid 1956 Female 1995 poem 
The Duality of Muhammad Prose 8 
Decision" al-Dumayni 1958 Male 1994 1 poem I 
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It is obvious from this table that the selected poems include a different variety of 
periods of times, within the selected period, types of poetry, date of publication, the 
age of the poets, their sexes and intellectual attitudes. For every poem, an overview 
and a perspective of interpretation will be given, and then they will be divided into 
stanzas and every stanza will be quoted in Arabic first and then will be translated into 
English by the present researcher. 
5.1.2. Introducing This Chapter 
It is obvious that the employment of heritage as a whole, including Arabic, Islamic, 
international and local heritage is almost the most important phenomenon in Saudi 
poetry during the selected period. It is true that the employment of Arabic, Islamic, 
and literary heritage has been studied satisfactorily by the critics, regardless of the 
fact that each item has its own method and poems. Therefore, although the 
employment of heritage as a whole is almost the most important phenomenon in 
Saudi poetry during the selected period, this study is restricted to the employment of 
popular heritage. 
However, the employment of popplar heritage was selected not only because it was 
ignored by the critics, apart from the study of al-Hindi (1996: 178) who sheds light 
upon some poems employing local popular poetry, but also because of its volume and 
qualitative use in Saudi poetry, as well as because it reflects the historical and 
cultural phases of the poetry and their relationships with the poets. Moreover, 
although the employment of popular heritage contains a few aspects, which will be 
investigated in this chapter, the employment of some other aspects of heritage is 
influenced by the projection of the popular vision on them. Consequently, discussion 
of the local heritage is not only confined to the popular aspects in heritage, but also 
explores how this factor influences others 18. Poets, such as Muftiilý (b. 1940), al-ý51flý 
(b. 1942), al-Ijumaydin (b. 1947), cAli al-Dumayn! (b. 1950), al-Thubayti (b. 1952), 
Bahkali (b. 1954), al-ýikhdn (b. 1956), al-Ijarbi (b. 1956), al-cUtaybi (b. 1958), al- 
ýOayyib (b. 1964), lbrWim al-W5fi (b. 1966) and aVArawi (b. 1967)'9 are renowned 
for their qualitative use of popular heritage, such as popular poetry, stories and 
expressions, the songs of workers and children, and popular values and conventionS20. 
In this chapter, four poems, in which popular heritage is employed, will be 
investigated. In some, the employment is direct, as in the case of popular poetry (al- 
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Shilr al-Shachj) and local stories; in others it is indirect, by reference to the local spirit 
and memory. In other words, this chapter focuses on two main parts of the 
employment of popular heritage, which are: the employment of popular materials, 
whether they are texts, such as popular poetry or events, such as Dub5s' story, and 
the employment of proud and positive feelings, which become a significance part of 
the nationalist feelings and spirit, whether it is towards the land, which has a 
historical reputation, stimulating the nationalist pride, or towards values which are 
still in general an influential part of people's lives. 
5.2. The Function of Popular Poetry as an Expression of Extreme 
Disappointment: a Study of "A Cloud for me and a Blouse for her 
Charnf' by cAR al-Dumayru 
5.2.1. An Overview of the Poem 
In this section, the poem of Wi al-Dumayni, I i*, **- Ua+-J"J V3 ZA-A (A Cloud for me 
and a Blouse for her Charm), will be analysed by focusing on the function of the two 
popular poetic stanzas. The poem contains three poetic sections entitled: Monday 
Dawn, Sunday Evening and Friday Morning. The two popular poetic stanzas are in 
the section, Sunday Evening, which produces meanings of gloominess and 
termination, and their functional and psychological dimensions will be studied in 
their contexts. In this poem, the poet describes his efforts and feelings for the 
addressee during the three stages of its journey. The journey consist of joyful 
beginning, "Monday Dawn", which comprises instructions and functions to be done 
for the pursuit of the journey, gloomy ending, "Sunday Evening", which describes the 
fluctuation in poet's feelings starting with endurance, disappointment, blame and 
recovery, and a positive attitude, "Friday Morning", describes the reflects the poet' s 
steadfastness and clear vision of the future. 
5.2.2. The Perspective of Interpretation 
According to the Fugitive Meaning Approach, it is required to consider both internal 
and external dimensions of the poem in order to produce a "sound" interpretation of 
it. As long as they are justified and the two dimensions are considered, alternative 
points of view and interpretations are accepted. Considering some factors before the 
publication of the poem, the poem conveys the poet's feelings, effort and attitude 
towards the Modernist Movement and its journey in Saudi Arabia since the 1970s 
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until the date of publishing, i. e. 1991. This perspective is justified as follows: firstly, 
the poet is one of the few effective modernist leaders in the country. Secondly, 
because the date of publication, i. e. 1991, is considered as a difficult time for 
Modernism due to the conflict with the proponents of the Islamist trend, as well as an 
earlier time for the transformation to Postmodernism, as explained in Chapter Two, 
this poem expresses the three stages of Modernism in the countryý i. e. the time of 
spreading, from the 1970s to the middle of 1980s, the time of confrontation with the 
masses and especially the proponents of the Islamist trend, during the last half of the 
1980s, and the time of limitation and transformation to Postmodernism in the early 
199OS21. 
5.2.3. The Poem 
Stanza One: 
Monday Dawn 
L ý4J1 du J. AA -)-% -' ür, 
gbU ai 
vi 4-t-3 ýe) ü-3 j1 4-' -ý-1 Zri 1,1 &. L- LA ., a 
Li Ai ý 
-)IZIJ U. gj 
j31 
I tossed you from trees, which were exchanging arrows because of you 
to trees circulating disagreement because of you 
and from doubt which was close to its bier in the bags until the doubts of my 
certainty22... 
so, extract what is left from the feathers and cover the sedition of silence or extract 
me.. 
In this section, "Monday Dawn", from which the meaning of commencing and 
freshness can be deduced, as a result of the relationships between dawn, the 
beginning of the day, and Monday, the beginning of the week 23 , and the beginning of 
the movement, al-Dumayni addresses the modernist movement, describing his efforts 
from the beginning to enable its principles and activities to develop and become 
acceptable in the Saudi Arabian society. 
A]-Dumayni affirms that although he adopts the Modernist Movement not for people 
who are controlled by a spirit of conflict, such as people in the Arabian Peninsula in 
the past, but for people who live in the modem era, he has become sorrowful and 
disappointed with the new generation who circulate disagreement on the movement, 
as if it is not relevant to modem life. After stating that he saved the movement from 
doubt as to its significance, which was a backward idea, he escalates the situation by 
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driving the movement to choose one from only two options; to reflect its significance 
and reality to people, to stop sedition among them, or to expel him. 
The deviation of the use of the word, "trees", and its linguistic relationship with the 
word ( jL-f--4), which means conflict, is not only to express how strong and 
complicated the conflict was, but also that both generations have almost the same 
level of overlapping and ramifications, to the extent that both of them rejected the 
movement. Through using the deviation in the sentence, "from doubt, which was 
close to its bier", he criticises both generations giving a message to them that their 
doubt about the significance of the movement is meaningless and absurd. In addition 
to thatý the three imperative verbs (crL. oJA 44, a,, al i. e. "extract, cover, extract 
me", play a role in creating an impression of force and urgency. They also expose the 
extent of psychological intensification, which led al-Dumayni to be strict in dealing 
with the movement. Therefore, this state can be considered a clear indication of the 
psychological circumstances leading to the use of popular poetry in the section, 
"Sunday Evening". 
Stanza Two: 
&'JI-1131 &, u :w 
. -),. 
I ýL -ý 
L 
i4L-Jý 1->Z- li4 J 
.... .... .... .... .... .... .... .... 
III Lw. Wu 
Bathe on the sand and complete the period of forty days on the water, 
the city is sunk in an atmosphere of tar, absent in a presence of fire, lost in the 
identity and identification. 
I did not give you but silent speech, and you made it speak with cries. 
What would happen if I opened the Dlw&sbetween your hands, or betrayed some 
gardens 
. or came filled with the white glaring truth. 
.... ..... ..... .... .... .... .... .... ... .... .... ... .... .... .... .... .... .... ..... 
you should carry the offence of our fathers, and the longing of our children when it 
clouds over the wailing of women. 
The poet asks the movement to root itself and to mix with the people, the local 
culture and environment in order to intensify its influence, "bathe on the sand". 
Meanwhile, although the movement was still in its infancy, starting to establish its 
values and principles, he did not only ask it to be involved with the society, but also 
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to "complete the period of forty daysý', which refers to the period of confinement in 
the local culture, by sailing towards the city, which represents people and culture etc., 
to rescue it from the current circumstances. The reason for asking the movement to 
sail is because the poet is very sure, as indicated by the use of the word Qj)), which 
gives emphasis to the deviation in the sentence, that the city, i. e. the people and the 
culture, is "sunk, absent and lose'. Consequently, it is understandable that the poet 
uses some imperative verbs, such as "extract, cover, extract meý', in the first stanza, 
and "bathe and carry offence" in the second one, and other stylistic features, which 
will be discussed below, such as the argument through using negation and 
affirmation, and use of the interrogative noun, i. e. "I did not give you We' and "what 
would happen if' , as well as the decision presented by the imperative sentence, "you 
should carry'. 
In addition, the city is "sunk in an atmosphere of tar", which indicates that the 
cultural and intellectual environment is stifling and cannot sustain life, and "absent in 
a presence of fire", because presence in a state of comprehensive conflict is like 
absence. Thus, from the two word s, "trees" and "fire" so far, it can be deduced that 
cultural conflict is one of the mosl important concepts in the text. As for the word 
"lost", the city is not only lost in identity at the present, but is also lost in identification 
(f-IjWil), so the people in the city are lost both in the sense of having no identity and 
in their ways of looking for identity, which will infiuence their comprehensive 
development in the near future at least. 
After giving a detailed statement that the city is "sunk, absent and lost", in addition to 
arguing with the movement, by using the method of negation and affirmation, I did 
not give you but", and an indirect encouragement to accept the challenge and start 
working among the people, the poet states that he has not yet disclosed all the issues 
that concern him, "what would happen if I opened the Dilw. ý7s between your hands", 
let alone shown the clear reality of the city and its miserable condition, "or came 
filled with the glaring white truth". 
Because this section is built almost upon long sentences, it would seem that these 
sentences reveal the poet's interest in detail to persuade others of the function of the 
movement. Moreover, the basing of the rhyme, in most of this section, on the 
consonant Hamzah ( F-) after the extended AIif( I ), such as 
( ýL-Sýl & ýIjWil 4 441 
144 
, *PL.; a. 4 ), indicates psychologically and phonostylistically the confidence and 
resolution of the poet. 
It is interesting to note that, after using some imperative verbs, describing the citys 
condition and arguing to remove any doubt, the poet leaves a gap of about three 
sentences to give a personal opportunity for thinking and prepare the other party 
(the movement) to be ready to accept the decision, which burdens the movement 
with a heavy responsibility towards the past and the future, "you should carry the 
offence of our fathers, and the longing of our children". 
Sunday Evening 
Stanza One: 
-P 
jp,,, un iýAj , JL-. A*l oUiýl IýA 
j- 
Vi Lký13 
c 
3ýý Z', <-- 
AM - C. 1-5 LJ. -I I 
t+iý- 
LS. A 
L: L; 
l 
-)j 
t+!, u 
LILLt-)IJ 6 
L++Mkj J) 
L14dml C. Ilsj 4 
Between this thin space and this himvy winter, between a noble and low person, 
between snails beautified by death and bed sheets wrapped in wailing, 
I clung to the heart in order not to get lost, with the hand in order not to be low 
with the wind in order not to be continued, with rejection sometimes or with 
acceptance other times, and sometimes I stopped the soil to deal with its sorrows, 
death to beautify its address, graves to read the names of those who preceded us and 
in registers of newborn babies to watch those who proceed us. 
I handed over the matter of the city to God when it was slaughtered without crime 
except its sorrow, narrow roads are swimming in their people and deserts became 
narrow on their unfamiliar people. 
Thus, I called for help of myself on myself, I finished towards its face, I ascended to 
its gate. So I saw... ! 
I saw the thin space, and the heavy winter, it was on a slaughterhouse of my hand 
and then I stooped .... 
In this section, "Sunday Evening", from which the meaning of ending and gloominess 
can be inferred as a result of the relationship between "Sunday', the end of the week, 
and "Evening", the end of the day, and a gloomy time considering the poet's mood in 
the poem, al-Dumayni describes his feelings and reaction to the retrogression of the 
movement. After explaining his disappointment and as a result of the increase of the 
negative feelings, al-Dumayni moves subconsciously to popular poetry as a catharsis. 
Thereafter, in his attempt to rid himself of disappointment, al-Dumayni employs 
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popular poetry again as a supporting factor, this time to hold himself together. 
Furthermore, from the title of this section, it would appear that the psychology of the 
poet has changed. As mentioned above, the atmosphere of gloominess and ending 
can be deduced from both words, 'Sunday and "Evening", as a result of their 
relationships with that atmosphere, considering the poet's mood in the poem. 
The section starts by describing some features of the changes and the poet's attitude 
towards them. He asserts that he was in a dilemma between the narrow vision of the 
people, a "thin space", and the backward situation prevailing, "heavy winter", and 
between noble and low people and their different reactions. Consequently, because 
he was shocked, he attempted to restrain his reaction by performing certain actions to 
stop himself losing control, I clung to the heart in order not to get lost", with the 
purpose of saving face, "with the hand in order not to be low", to hope that the 
situation will end soon, "with the wind in order not to be continued". Thus, in 
addition to becoming flexible in dealing with others, "with rejection sometimes or 
with acceptance other times", he escaped from facing the problem, which indicates 
the psychological escalation in this step, to deal with sadness, "sorrows" , 
frustration, 
"death to beautify its address", the pastý "grav&, and the future, "newborn babies". 
After some pessimistic words, "thin, winter, heavy, death and wailing", the parallelism 
of short-rhythmical sentences after the sentence, I clung", such as (Jj6, , Jýa , U,, ýUj, 
which is needed for the self-control process, indicates a psychological problem, for 
which short sentences are more appropriate than long ones, as they convey a sense of 
restlessness and need of change. Although the rhythm in (JJ14 , J13 , (Jý. ) suggests 
that the'poet is in a state of psychological tenacity, the hesitation in dealing with, 
"rejection, acceptance, soil, death, graves and newborn babies", is a sign of confusion 
and dilemma. 
Given that, his attempts to keep in control and to be self-confident failed soon after 
the sentence, "I handed over the matter of the city to God". Therefor e, regardless of 
his final assertion of the effort to hold himself together, "I called for help of myself on 
myself', his mood dropped down dramatically after stating that he "finished towards 
its face, ascended to its gate! ', and realised that reality had imposed itself again, 
reflected in repetition of the sentence, "the thin space and the heavy winter". This 
type of repetition, as well as the repeated rhymes, such as (4--.. ) five times, and 
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four times, create conviction and then submission. Thus, the poet's mocO 
reached its lowest point when he submitted to his weakness, confessing that he 
"stooped". 
In the rhythmical variety in this stanza, four types of rhyme can have a psychological 
dimension in view of the context of this section. While the first type has one rhyme 
in four sentences (J--jjjxII ,L WýýI ,LV. V1 , Jp-*M), and the third type has another one 
rhyme in five sentences (L+" , t44+j , L4. j, ,t_, L#4j&), the second type has four 4 4, j 
rhymes in eight sentences, two sentences each (J. 1 
and (Uj-. ý , UjAj-). The variety of the length of rhythm; long, 
short and long, as well as the short rhythmical variety in the second type itself, with 
its parallel di mension, indicate that the poet was in a state of hesitation and 
confusion which has a close relationship with the connotation of the title of the 
section, i. e. "Sunday Evening". 
As for the fourth type of rhythm, because it is built upon the first person pronoun, 
(T91 aI-MutakaLlim), it can be observed from the beginning, despite its 
distance from successive rhymes. The verb is the first step for this type of 
rhythm built upon TF al-Mutakaflim in which the meanings of facing the 
problem, feeling lonely, and defeatism can be deduced. In addition, these 
connotations will be obvious when the meaning and the order of the sentences, "I 
clung, I handed over, I called for help, I finished, I ascended, I saw, I saw and I 
stooped" aýPjl , Lu, +V , aLla"l , aL&IJ ad"4), are analysed. It is 
interesting to note that the overlapping parallelism between the two types of rhyme, 
i. e. (aL.. ji, ý , 14; 4. LL--ýLjl , L. ++aj , a". 4ZI), shows how the state of frustration 
dominated the poees psychology and, therefore, he moved from suggesting ideas and 
solutions to singing and yielding to himself, which is considered as an indication that 
popular verses are coming. 
It is, thus, evident that the need for popular poetry appeared when the state of 
introversion and full submission reached its peak. After the sentence, "I stooped" 
with its psychological dimension and in the feeble presence of consciousness, 
popular poetry appeared as a subconscious reaction. In the following stanza, the 
function of popular poetry as an expression of extreme distress will be analysed. 
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Stanza Two: 
'I pLO &. -V Vj 
_5 L 24 L-Al J-ýi YJU: - U-1-3 
Oh night, be upon my heart and embrace it 
Spread out its wings on the moan of its mother 
I am not from the grass hidden in shrouds 
i25 I am not from al-KJ'd. , nor the smell of fairies I am a broken journey, barefooted and thirsty 
I am a land of Bedouins enwrapping its sky. Enwrap 
LJ4 LJ-4ý 
L-2101 L. ý4 
UV 
Popular poetry has imposed itself on the poet's state, commencing with the 
traditional word used by gloomy and disappointed people, "oh night" Uj, which 
has a strong local dimension as well as a psychological one, conveyed by the two long 
sounds in al-Alifand a/-Ya-, 'according to the traditional pronunciation. After the first 
verse asking for more darkness and sympathy, "oh night, be upon my heart and 
embrace it, spread out its wings on the moan of its mother", the poet employs three 
successive negations reflecting his level of disappointment: "I am not from the grass, I 
am not from al-Kffdi, nor the smefl of fairies". 
In addition to blaming himself, after these negations, he states that he is "a broken 
journey" and "a land of bedouins'l. These two sentences have two opposing meanings. 
"A broken journey' is the opposite of "a land of bedouins enwrapping its sky' because 
of the fact that Bedouins are in a state of travelling during the year, i. e. "enwrapping 
the sky'. Thus, the stylistic phenomena in this stanza, i. e. vocative, negations, 
affirmation and the contradiction between the last two sentences imply that the poet 
was at a peak of confusion and frustration. 
Stanza Three: 
y3.3p. ül LW 
L5Jb L-' 
zu L5-5AJ 41. ti ziii u", ü. - -)-J1 -9A (ýi 
CJ Ji 
AJ C. 53 
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Coming from a profound ardent love to the nectar of writing, 
I ask the cradle of childhood to return and the firebrands to repent 
I kindle in the oil lamps water its charm to lighten occasions between 
the face of the city and the grave in order for the beginning to be pleased. 
My rain in the tribes sympathises with the dead body of one whose lord died, 
humours the tears of one who left her husband with dew and closes the distance 
between the river of a lover and the mouth of graves. 
There is nothing for a hand, which makes ablutions in its summer with sunk gulls 
except salty flower. 
Which voice is the sea when the oil rides on its body and then dropped down last 
night. 
Drink in order for your tongue to confess my blood, oh wailer. 
It is time for me to give rest to the slaughtered in its bed and hide its shame from 
people and pray... asking for its killing: 
Which land will we choose to bum the empty artillery and the full battleship, to 
make for these seas brides of marble and gold, and afterwards we will write in the 
soldiers' notebook the poetry of elegy and of singing?. 
This stanza conveys explanations, justifications and an indignant attitude towards the 
poet's movement. In the beginning, the poet tries to justify his psychological 
deterioration in the previous stanza and to assert that he is in the right. Therefore, he 
employs the nominal sentence (al-Jumlah al-Ismijqýwh), "coming from a profound 
ardent love", (LIj -4 Ljt. ý" &4 
ýILL), and two verbs in the present tense, "I ask" and "I 
kindle" ('Laijý , 3LJ which indicate stability and continuity. From the use of the 
expres sions, "profound ardent love" and "the nectar of writing", it can be inferred that 
the poet is interested in revealing his faithfulness in both emotional and intellectual 
aspects, which will be proclaimed by him in section three, "Friday Morning". 
Furthermore, he points out that the reason for kindling the oil, the source of 
intellectual enlightenment in this context, is to create methods, "occasions", for the 
face of the city, as a symbol of modernity, to influence the grave, as a symbol of 
backwardness. To assert his truthfulness, he says that the principles he has are for all 
people and can achieve success, "my rain in the tribes sympathises, humours the 
tears, closes the distance! ' between the two trends, "the river of a lover and the mouth 
of graves". 
After affirming that anyone who uses an invalid method, will face an unexpected 
result, "there is nothing for a hand.. ", he ironically criticises; his intellectual 
movement, "the sea", although they commenced a project of enlightenment and 
development, "the oil rides on its body', but unfortunately their project was doomed 
to a premature failure. Accordingly, he invites "the hand, the wailer" to suffer from 
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the resultý which offends him. In the context of his indignant attitude towards his 
movementý he decides to bring it to an end even though it is still in its infancy: "it is 
time for me to give rest to the slaughtered in its bed". By asking the killing of the 
movement, ironically, about the proper land for burning the empty artillery, making 
brides of marble and gold, and writing the poetry of elegy and of singing, he asserts 
his reproach on the members of the movement, who are living, in the poees view, in a 
dream land. The senses of irony and reproach are presented by expressions such as 
11empty artillery" and "the poetry of elegy and of singing". Thus, long sentences may 
be the only method for the poet to express his disappointment and frustration, which 
are so strong that he is not only addressing the movement ironically, but also calling 
for its killing. 
Stanza Four: 
UU, C, - 
YLPý 
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It is time for me to liberate this residue from its sadness and wake up, 
to pour down the shadow upon its chest to misplace its path, 
and to fight not to rise again from the grave between the pride of the enemy and the 
subjugation of the friend. 
Oh, sadness please set clouds in your hand as garments, 
and make me a lamp on the doorway, 
in order to place the river of my firebrands on the firebrands of my sweethearts 
and to look after trees of the absent person, who went into exile and has not repented 
yet, and finally, to carve the love of the city on the edge of its water. 
It is generally obvious that this stanza is a revolution against the previous frustrating 
state, because the poet has realised that being under these circumstances not only 
affects his state of mind and decisions, but will also influence the future of the 
movement itself. In addition, he is not merely looking for liberation from his gloomy 
stateý "to liberate this residue from its sadness and wake up", but also seeks to pluck 
the state out completely, "to pour down the shadow upon its chest to misplace its 
path", and "to fight not to rise again from the grave". Hence, a new mood appears in 
the stanza to dispose of the negative influence and replace it with psychological 
stability, in order to commence a new optimistic journey. 
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Following this attempt to escape from gloomy circumstances, popular poetry appears 
again with a similar level of significance, but a different function from the previous 
one. While the first stanza of popular poetry presents a process of psychological 
catharsis, this one presents the launching of a new stage of dealing with the situation 
and can be considered as a preparation for the next stanza. Although sadness still 
dominates the poet's attitude and reaction, and produces a negative attitude in the 
beginning of the section "Sunday Evening", it appears that he benefits from sadness, 
through employing popular poetry at the end of it. This section gives him the 
strength to move to an optimistic vision, in order to begin another stage with the 
movement. Therefore, he takes some decisions by asking sadness to hold the 
miserable previous state, "clouds", and to make him a source of enlightenment, a 
"lamp", at the most important stage in the intellectual developmental process, "the 
doorway'. These tasks are set in order to bring efforts together, "to place the river of 
my firebrands on the firebrands of my sweethearts", which may be interpreted as 
embracing modernist ideas, which have not been adopted yet, "to look after trees of 
the absentý who went into exile and has not repented yet", and to affix modernist 
ambitions in people's minds, "to carve the love of the city", (the sunk city). 
Regardless of the fact that the two stanzas of popular poetry were composed by the 
poet himself, as he mentioned (Al-Dumayni, 1999: 97), and with a similar concern 
(the tide is "the rain of the other sound"), the two stanzas imposed themselves as a 
response to the two hard states in the poem. This is because composing literary texts 
and paying attention to the language may disappear or become weak as a result of 
being under such emotional pressure. Hence, it would appear, at the end of the 
section, that the two stanzas play a significant role in the most important 
psychological turning-points in the poem, i. e. the cathartic stage and the turning 
point from despair to optimism. 
Friday Morning 
Stanza One: 
(: >4 41 , 
u. üa LrýJ. I. 3 
Z-. Zi ( ýkýJ ) 
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I have a homeland with which I shared the charm of love 
and I defended its land from its attackers 
When it gives me the full rain of blessing, 
the morning of horses will breathe and pour its water. 
If coercion befalls me, I will grope for its door, 
its tribes will leaf in my heart afterward like lightings. 
Because I am concerned about itý I cling to my nation, 
and draw the sword of love, these are its caravans. 
This section, "Friday Morning", shows that the poet has been able to control his 
feelings and adopt a more optimistic mood, reflected in the indication of "Morning". 
As for Friday, which is called in the Islamic culture Jumlah, i. e. a day of gathering, al- 
Dumayni maintains, in publiq the day of gathering, that he is a good citizen and a 
nationalist. Moreover, Friday, the day of gathering, implies that the homeland is for 
all, and not for any individual trend. In other words, "Friday Morning" signifies the 
success achieved by the poet in rising above his despair and sending an indirect 
message that the homeland (the sunk city) is for all, which indicates somehow the 
subconscious acceptance of the transformation to Postmodernism. 
Because the previous stanza represents a valuable sacrifice for the homeland by 
taking decisions, "to make me a lamp on the doorway, to look after trees, to carve the 
love of the city', this section is not only about starting to feel happy with an 
optimistic view and "morning feelings", but also offering justifications for the change 
in attitude and for making decisions and sacrifices for the homeland. 
Thus, the poet addresses the trends opposed to the Modernist Movement, who 
exploit its obstruction, to defame its faithful relationship with the homeland. 
Therefore, he asserts the strong relationship by stating in the beginning that he 
shares with the homeland both enjoyable and terrible circumstances, "I shared the 
charm of love and defended its land from its attackers", and at the end that he is 
ready to protect the homeland, "because I am concerned about it, I cling to my nation 
and draw the sword of love". Again, the first person pronoun (TF ýd-MutakaMm) 
such as (ýj_A-M , ad-, Z , awo-b , a&a-W , A"t! ), appears in this section as a 
sign that the poet is driven subconsciously by the situation to affix his attitude and 
loyalty to the homeland. 
Because the poet's psychological state, attitude and subject matter have changed, it 
would be strongly expected that the form of the section would change accordingly. 
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While the two previous sections, except the popular verses, are of al-Tafj7ah type 
built upon (&IcLJ), the foot of the metre, al-Mutadilrak this section is from classical 
poetry (al-ShPr al-Anifidi), composed on the metre, a]-TawV with its regular feet 
jol). 
Furthen QAOLL CJ_01 ý4UA a nore, unlike Shilr al-TafRaHs type, which conveys 
a sense of em otional. turbulence by the irregularity in the numbers of feetý al-TawiTs 
metre with its rigid feet reflects psychological stability, which is proper to the new 
optimistic mood, the subject matter and "morning feelings". 
It is generally agreed that among people, who live in backward societies, "the sunk 
city" and are still looking for themselves, "lost in the identity and identification", there 
may be a small group of people who are willing to sacrifice themselves to be the 
source of light for others, "make me a lamp" and to affix their methods, "carve the 
love of the city". Because this task is not straightforward, the group needs to adapt 
and react to all the problematic circumstances facing itý "I shared with the homeland 
the charm of love and I defended from its attackers". When that group attempts to 
achieve the reformation of society, they may require firmness and strictness to deal 
with the circumstances, "draw the sword of love". However, if any problem appears as 
a terrible reaction, the benefit of the nation and the homeland will be prioritised, 
"because I am concerned about it, I cling to my nation". 
Because of the difficulty of the task facing them, it is very likely that such individuals 
may need a chance for the stonn to pass away, "I stooped", to call for sympathy and 
kindness to alleviate their distress, "oh night, be upon my heart and embrace it" and 
may also feel frustration, "I am a broken journey'. Nevertheless, because they are 
sincere and truthful, "I am from a profound ardent love", they will soon escape from 
pessimistic feelings to be steadfast again, "I cling to the heart in order not to get lost 
and with the hand in order not to be low". In addition, even if they are in a state of 
turmoil and near to yielding, "I handed over the matter of the city to God", they will 
be roused almost immediately, "it is time for me to liberate this residue from its 
sadness and wake up" and work hard not to face the pessimistic feelings again, "fight 
not to rise again from the grave". 
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5.3. The Employment of Conflict in Popular Stories: a Study of "A 
Neglected Note from DuMs to his Father" 
by Sacad al-Ijumaydin 
5.3.1. An Overview of the Poem 
Because this poem is composed in the view of Dub5s' story, the overview of the poem 
will be given by its description. The story of Dub5s, which is well-known to people in 
Najd'6, can be summed up as follows: In cUdat Sudayr, a village of the Najd region, 
in the middle of Arabia, in the IThcentury, a man called AbU Dub5s lived, with his 
family: his wife, his son, Dub5s, and two daughters, in a small farm. The father 
brought up his son not only to help him in working in the fann and to support him in 
facing life's difficulties, but also to respect others and to be a good man in terms of 
the two important desert characteristics, generosity and courage. 
Because of the long period of drought in Najd and after the death of his mother, 
Dub5s travelled to Iraq in his mid-twenties, looking for a better life for the family. 
During the absence of Dub5s, and after getting married to another woman, AbG 
Dub5s faced problems with the brothers of his new wifý, because he refused to let 
them marry his daughters. They continued making life difficult for him to the extent 
that they not only intrigued and spread hearsay against him but also stopped 
supplying water to the farm, so that the crops dried up. Further, they spread rumours 
among people in the village that Dub5s himself had become an unrespectable man, in 
terms of desert values, i. e. he was smoking and looking to gratify his appetites. Thus, 
immediately, when AM Dubgs was advised to call for his son, Dub5s, he composed a 
long popular poem telling him the full story. 
Dub5s composed another popular poem to reassure his father that he still respected 
noble values, so the hearsay should be ignored and he would be coming soon. One 
day, after eight years of Dub5s' absenceý when the youngest daughter of AW Dubds 
went to bring water from a well, she saw blood mixed with water in the smaH stream. 
Thus, her father realised that Dub5s had arrived and had killed his opponents. 
Consequently, the father was pleased at the return of his son and retrieved his 
position in the village. 
Thus, this poem can be divided into six stanzas. After giving an indication about the 
main attitude in the poem, in the first stanza, via quoting two popular verses by 
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Dub5s and his father, the poet describes Dub5s' ambitions in the second one. 
Whereas the third stanza is to describe the she camel, as a traditional style in 
composing popular poetry, the fourth stanza portrays AW Dub5s' psychological state 
after the absence of his son. After responding to his father's feelings and attitude in 
the fifth stanza, Dub5s moves to the confrontation with his enemies in the sixth 
stanza, in order to reassure his father that he already has started dealing with the 
problem. 
5.3.2. The Perspective of Interpretation 
It is very obvious that Swad al-Ijumaydin, in the poem, Aqil Lýj Lwý. 3, ýýw 
; 
-U#A 
ýljj (A 
Neglected Note from Dubds to his Father), employs the fiffl story of Dub5s with all its 
conflict's dimensions, which may refer to the engagement of the poet in preparing 
himself to the confrontation with the anti-modernist groups in the country. 
Considering the date of the publication of the poem, which is 1988 when the conflict 
just had started between modernist and Islamist groups, this poem signifies that the 
conflict option is chosen for dealing with the situation. Because in most cases when 
popular stories are employed in Saudi poetry, their use is somewhat restricted to a 
selected part of a story appropriate to the subject matter of the poem, this poem is 
selected since it is the most suitable poem for applying the Fugitive Meaning 
Approach. 
5.3.3. The Poem 
Stanza One: 
(UA! 4 -vi) -)3ill (U4) A-, Ul 0) Lý. gl 
Abo Dub5s: I hope he will knock at the door while people are asleep; 
oh, all mighty (God), find an explanation. 
Dub5s: Whoever has an absent person should not despair; 
when God predestines itý the herald will come with good news. 
Al-Ijumaydin starts the poem with two verses of popular poetry composed by Dub5s 
and his father. The significance of selecting these verses is that while the first verse 
reflects a strong feeling of hope, which was a point of resignation to fate, the second 
one reveals a helpful response towards these feelings. In addition to thatý the two 
verses represent the two main events in the plot of the story; they prepare the reader 
emotionally to respond to the poem's ideas. 
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Stanza Two: 
ýýUcAý 
AAJ j&5 
LAIý. 
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The eyes of the friends slept except meý 
the spaces of eternity's love fall back upon my lashesH 
it scatters its atoms in the cavities of my cave, salted with the mud.. 
sweetened by the tar of hoping and forbearing.. 
The rope of the fastener, towards the necks of the road, makes a hump kneel down 
the buxom girls of the embellished tent will fall down for its coming. 
Because the poem is entitled "A Neglected Note", it is evident that the poet would 
like to express what is unsaid in Dub5s' poem to his father or what the father has not 
understood about Dub5s' feelings. Thus, Dub5s, in this stanza, describes how great 
his ambitions are, such that they have driven him to live far from his concerned 
father and family. There is nothing as important as these ambitions, which were 
pursued by Dub5s, who in turn pursued him, "fall back upon my lashes", and they 
were so close to Dub5s that they became palpable. Moreover, these ambitions are not 
only endless, "eternity's love7, but also dominate his senses, concerns and the fields of 
his lifeý "it scatters its atoms in the cavities of my cave". 
Dub5s' life was very hard, "a cave! ', not only because of the lack of basic needs, "salted 
with the mud" and because even pleasure time is tainted with bitterness, "sweetened 
by the tar of hoping and forbearing", but also it was full of difficulties, "the rope of the 
fastener towards the necks of the road", which were attempting to hinder Dub5s' 
resolution, "makes a hump kneel down". Although Dub5s, is described as "a hump" 
that faced difficult circumstances, he is still the hero of the tribe, "the buxom girls of 
the embellished tent will fall down for its coming" 
In addition to the desert vocabulary such as spaces, atoms, cavities, cave, mud, rope of 
the fastener, necks, hump, kneel down and buxom girls of the embellished tent, 
which appeared in this stanza to reflect the desert setting, it would appear that these 
endless ambitions, "the spaces of eternity's love" are related to the vast desert space. 
Furthermore, the image used to describe Dubas' conflict with circumstances is a 
desert image, "the rope of the fastener, towards the necks of the road, makes a hump 
kneel down, and the buxom girls of the embellished tent will fall down for its 
coming". 
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The stanza starts with a sentence in the past tense, "the eyes of the friends slept", in 
order to set up the fact that Dub5s' ambitions are far from the ambitions of the 
others, who had normal ambitions, so they came to an end, "slept", while Dub5s, who 
has endless ambitions, is still awake, "except me". However, the four verbs in the 
present tense, "fall back, scatter, kneel down and fall down" suggest indications of 
renewal and continuity, and also can provide the meanings of resolution towards 
achieving ambitions for both Dub5s, on the one hand, and the circumstances around 
him on the other. 
Although there are some stylistic deviations in the stanza, the deviations, "fall back 
upon my lashes" and "it scatters its atoms in the cavities of my cave" imply how 
strong is the intennixing between Dub5s and his ambitions in both quality, "fall back", 
and quantity, "scatter its atoms in the cavities". 
One, who has such a close relationship with his ambitions and determination for the 
achievement in that type of life, ought to be received with high regard and 
admiration, not only from his family but also from all the people who know him. 
Placing Dubds in this picture indicates not only the ability of the poet to portray 
Dub5s' state by using words and images appropriate to the desert circumstances, but 
also shows how convinced the poet is of Dub5s' personality in the story. 
Stanza Three: 
ci-II-gr- c, - tA-131-15 (liýA) 43 
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It jests with her sister with a fiddle, seduces her with flutes, she comes 
with its goods safely from the road's hazards. 
In its road, it rubs noses, which are so poor that no hand, whose purchaser's tattoo 
cannot be seen, wiH reach it (a ring or two hammers). 
Because the she camel (al-Miqah) is a crucial element in desert life and Arabs, since 
pre-Islamic time until a few decades ago, attempted to increase their self-confidence 
in dealing with desert life, not only by describing the ability of the vehicle of 
transportation, i. e. the camel, but also by emphasising that it would take them safely 
to their destination, the poet devotes this stanza to describing al-NiTqah. Thus, it was 
not only a slim and young MTqab, "it rubs noses, which are poor" and "it jests with its 
sister with a fiddle and flutes" but is also familiar with travelling and enduring desert 
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hardship, "she comes with its goods safely from the road's hazards". In addition, 
because it was wellborn, if cannot be sold or boughtý "no hand, whose purchaser's 
tattoo cannot be seen, will reach if'. The poet draws inspiration from the desert 
values desired in a camel, such as being slim, young, wellborn and taking the desert 
travellers safely to their destination, which is very significant for taking the reader 
into the sphere of desert life. 
Stanza Four: 
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Oh my friends, please take some splinters of my camel's saddle. 
- My flock scattered.. hastened.. and I follow its tracks between 
two spans of the hand. Another flock subsides near me.. 
a scare befalls it.. it does not retreat but it confides. 
- We had horses there, which have, near the bending of stones, bands of 
the night of carefree people, rattling, dealing with their full cups and jars.. 
but the lover remains in the nest. 
- He is stretching out his neck like the neck of an ostrich, trotting to the light behind 
the sound of the newbom baby who got lost after stammering the letter TF, 
he was attracted by the singing of a small bird which pierces the distance with 
its tremulous tones. 
- MiUs are grinding, is it not time for the touristý near the tents, to echo a sound 
of predecessor who went to etemal exile..? 
The exile is a cave for one who is chewing and looking for friends 
and careless people under the clouds of cigarettes.. 
and behind the screams of cafes. 
You want to ascend a ladder, which faUs in love with the top of the clouds. 
Because it is a very meaningful technique for describing AM Dub5s' psychological 
state, the poetý in this stanza, employs the monologue to investigate the early 
beginnings and reaction of Abil Dub5s. Although it seems to be a dialogue because of 
the first expression, "oh my friends", the stanza is built on the monologue's technique 
because of the statement saying that AM Dub5s, with his daughters, "does not retreat 
(does not yield or be known by anybody) but it confides". 
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Before starting the four pieces of the monologue, AbU Dub5s begins the monologue 
by screaming that he has reached the stage of ft-ustration as a result of getting older 
and becoming weak, and, therefore, he hands'over the symbol of the desert life, i. e. 
the camel's saddle, to the next generation, "oh my friends, please take some splinters 
of my camel's saddle". In factý his handing over the camel's saddle is not simply a 
result of having abandoned the desert values. It occurs after a very long time of 
struggling with desert life, to the extent that the camel's saddle is reduced to 
"splinters" and some of them are lostý "please take some splinters". Furthermore, in 
Arabic and specifically in the Najd's culture, the word, splinters is commonly 
used to refer to a firebrand or fuse, which indicates that Ab5 Dub5s was flaming 
emotionally and had strong feelings about the situation. Thus, this state of AM 
Dub5s can be considered as an early indication of the psychological need to call for 
his son, Dub5s. 
In the first piece of the monologue, AW Dub5s attempts to find a reason for reaching 
such a level of frustration in facing desert difficulties, by stating that the most 
important element in desert life, his son, has not only left, "my flock scattered", but 
also he, "hastened", and, therefýre, AbO Dub5s was with him emotionally and 
imaginatively, "I follow its tracks between two spans of the hand". 
Although there is another group of the family, i. e. AW Dubds and his daughters, they 
are in miserable circumstances, "another flock subsides near me, scare befalls it". 
However, although they are in a sad state speaking to themselves, "it confides", they 
do not submit to anybody, "it does not retreat", regardless of Abil DOW belief that 
the two factors, i. e. being far away from his son on the one hand, and his miserable 
life with the two daughters on the other, are good enough reasons for them to ask for 
help. Desert life and the value of the "flocle' in Bedouin life are evoked in the use of 
the image, "my flock scattered" instead of "my son left". Using the words "flock" and 
"scattered" not only indicates how Ab(I Dub5s was distracted and distraught, but also 
reflects the ability of the poet to convey the psychological state of the father by 
focusing on details such as the fact that the camel's saddle has become splintered and 
Dub5s is not an individual, he is a group "flock"in terms of his position in Abfi DOW 
life, as well as the poees ability in employing the story and evoking desert life with its 
values. 
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After describing his situation and the reason why he was near to yielding, Abli Dubds 
moves to the second piece of the monologue in which he reminds himself that he 
played a crucial role in protecting his enemies, "we had horses there.. rattling dealing 
with their full cups and jars", and struggled for the sake of them while they were 
"carefree people". Thus, an indirect question appeared in his mind, why did they 
commit these acts. While this piece of monologue deals with AW Dub5s' 
relationships with his enemies by using the desert symbol of protection, i. e. horses, 
and giving some details about them, "pttling, dealing with their full cups and jars", 
the poet breaks the train of thoughts with the sudden sentence, 'but the lover 
remains in the nest". That sudden break occurs, not only in terms of the train of 
thoughts, but also in the use of time and tenses. While the past tense was used in 
describing the relationships with enemies, "we had horses", the poet moves suddenly 
to the present tense, "the lover remains! ' to show that Abil Dub5s, besides being 
anxious and unfocused, is in a continuous state of loneliness. 
After the sudden break in the train of thoughts and the introversion, "remains in the 
nest", AW Dub5s, in the third piece of the monologue, starts expressing his feelings 
towards his son, Dub5s. To reveal the situation, Abil Dubds portrays his longing to 
see his son, "stretched out his neck like the neck of an ostrich", and hastening to 
reach the source of his happiness, i. e. Dubis "trotting to the light". 
Although the imageý 'lie has stretched out his neck like the neck of ostrich, trotting 
to the light behind the sound of the newborn baby who got lost after stammering the 
letter TX, " describes Abil Dub5s' anticipation of the return of his son, it also implies 
an association with childhood memories, as it exposes indirectly that AbO Dub5s 
"stretched out his neck like the neck of ostricW' in the past too, when Dub5s was a 
child, while he was concerned about bringing him up in the light of the desert values. 
Furthermore, because AbU Dub5s' circumstances generate a kind of association of 
memories and feelings between the past and the presentý AW Dub5s attempts to 
simplify the issue and deal with it through reliving past feelings, "behind the sound of 
the newborn baby who got lost after stammering the letter TF, he was attracted by 
the singing of a small bird". 
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The phonic image, "stammering the letter TX , the singing of a small bird and 
tremulous tones" as well as being a vjpe of parallelism in meaning with "the newborn 
baby who got lost", implies AbO Dub5s' psychological state in this stage of the 
monologue, such that he wisely not only watches the time's movement or the 
interchanging of roles between generations, but also surprisingly and sorrowfully 
notes how time is running out. Hence, as a result of being in that psychological 
turmoil, which drove him to have a profound and wise thoughtý AbU Dub5s repeats, 
in the last piece of the monologue in this stanza, a Najdi expression used to denote 
such feelings, i. e. "mills are grinding", which reflects the desert view towards the 
struggle with the desert circumst4nces and life. 
Because of the fear of "the grinding of mills", AW Dub5s rails against his miserable 
circumstances, asking why Dub5s is still away from his sight, "is it not time for the 
tourist", and why he does not reply, "to echo a sound", before the end of his fathees 
life, "the eternal exile! '. When Aba Dub5s mentions, "to echo a sound of predecessors", 
he refers to the desert values, which Dubgs should obey, in terms of respecting old 
people and accepting unquestioningly their decisions. 
Although AW Dub5s trusts his son regarding his respect for the desert values, he has 
little doubt about what the enemies are saying, because exile is a maze, "the exile is a 
cave", and it is expected that someone of Dub5s' age will be drawn to behaviour such 
as involvement with "careless people under the clouds of cigarettes and behind the 
screams of cafes". According to the desert values, it is very difficult for a person who 
commits such acts to achieve glory or have a good reputation amongst the tribes, 
"you want to ascend a ladder, which falls in love with the top of the clouds! ". 
It is generally agreed that extreme and distracted emotion, feelings and language are 
to be expected in monologue. Therefore, this stanza has some striking deviations and 
images, which convey behind them extreme and distracted feelings and attitudes, 
such as "splinters", "my flock scattered", "two spans of the hand", "we had horses.. " 
"rattling", 'Ile is stretched out his neck like the neck of ostricW', "the newborn baby 
who got lost after stammering the letter Tai"', "mills are grinding", "who is chewing" 
and "falls in love with the top of the clouds". 
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I yearn, for you.. I have a sickle, which dives into my flank, it bleeds my hand.. 
when my road is moving.. I stop to stare.. to scream furiously. 
He chatters, counting that I ignored my right path, but he does not know my path, 
so he extended a hand like a branch of acacia, which wets in my hand.. 
I looked for, oh my father.. my outcome. Nothing returned to me except 
an echo in a love's countenance.. saying "go to your father". 
Oh my father.. I am here travelling through the deserts with my friends.. but 
your call will surround me to encourage me to return.. 
The wind competes with me.. the distance chews me.. so they happily heap 
towards the rims saying "go to your father". 
I am coming and I am coming with * my 
load.. my path records my footprints.. 
The longing of the night's traveHers mellow me towards the edifice of the tribe.. 
They slaughtered the dignity near your home.. while you were the person who 
taught them. They slaughtered magnanimity?! 
I am coming to you.. to them.. If they swallowed you as they claimed, you are going 
to swallow them soon. I will not close my eyes until you see me.. I see you.. 
I opened my pillow, killed my sorrows.. and a photo of childhood's dough is in my 
palm. You walked in the middle of the road.. so when your time betrayed you 
the road walked in your middle. 
You twisted your steps in order not to be seen by your enemies.. 
and you preferred safety. 
In this stanza, DubRs responds not only to his father's feelings but also to his attitude 
after being influenced by the hearsay. Tberefore, after expressing feelings of love and 
longing towards his father and sisters with a very short sentence, "I yearn for you", 
Dub5s moves quickly to articulate the influence of the rumours on his state of mind 
by stating that these rumours are like being stabbed with a dagger, "I have a sickle, 
which dives into my flank". The confusing and distressing behaviour of his enemies 
gives Dub5s pause for thought, "I stopped to stare", making him lament his lost 
reputation in the village, "scream furiously", and feel seriously wounded in his 
personality and dignity, "it bleeds my hand". The image, "I have a sickle, which dives 
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into my flanle', with its present tense, indicates the destructive force of these 
psychological effects. 
Dub5s asserts that, while the enemies were spreading hearsay against him, claiming 
that he had rejected the desert values, "he chatters, counting that I ignored my right 
path", they know nothing, not only about his path or ambitions in life, but also about 
his personality and how he responds to their acts. Therefore, they deal with him as 
an enemy, "he extends a hand like a branch of acacia". After giving vent to his 
feelings by clarifying his attitude with the enemies, Dub5s returned to expressing his 
yearning for his family and completing the short sentence, "I yeam for you". In this 
contextý Dub5s manifests his need for his father, love of parents being an important 
aspect of the desert values, by maintaining that he was seeking direction, "I looked 
for, oh my father, my outcome". Nobody can understand and help him, regardless of 
these rumours, as he wants, except his father, "nothing returned to me except an echo 
in a love's countenance'. The embedded clause, "oh my father", implies the 
subconscious communication between Dub5s and his father, i. e. the stimulus and 
response, which influences Abil Dub5s' response to the hearsay and rebuilds a trustful 
relationship. 
After reassuring his father about the situation, Dubds affirms that the call of his 
father not only stimulated his intention to return to deal with the enemies, "your call 
will surround me to encourage me to retunV, but also aroused his feelings towards 
the family, "the wind competes with me, the distance chews me". 
It is interesting to mention here that the sentence "go to your father", which is a 
monologue inside Dub5s himself, and was repeated twice and put between two 
slashes, is set, in both places, in an enjoyable contextý i. e. after " an echo in a love's 
countenance" in the first one and after "they happily heap towards the rims" in the 
last one-, which implies how dominating and emotional the situation was. 
The present tense in "yearn", "div&', "bleed", "stare! ', "scream", "chattee', "compete" and 
"chew" (c., ý V;! uLwj , 
4ý. 
, t-ý, 41 , ji. %! , VA. -q , u-niL. , &%! ) plays a crucial role in 
implying the meaning of continuity and renewal. Longirig does not stop, I yearn", 
and although the acts committed by the enemies have ended, the psychological 
effects are unforgettable, "dive", "bleed", "stare" and "scream". Also, longing for the 
family is in a state of contesting with the wind and the distance, "compete, chew". 
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After stating his attitude towards the false reports of him and his feelings towards his 
father and sisters, Dub5s reassures his father that he is not only coming and feels 
responsible for what has happened to his father, but also that he has assumed 
responsibility to seek a better life for the family; he is ready to assume a new 
responsibility, by dealing with the new enemies, "I am coming and I am coming with 
my load". The employment of the nominal sentence (a]-Jumlah al-Ismijgwh), "I am 
coming" f-j-J ajoi VRAS which entails a stability of meaning in Arabic, 
reflects the confidence of Dub5s that he will be able to come back safely, resolve the 
problem and delight his father. In this contextý the poet describes, in the present 
tense, not only Dub5s's excitement while'his path records every step, "my path 
records my footprints", or the depth of his longing, "the longing of the night's 
travellers mellow me towards the edifice of the tribe", but also the prevalence, in 
terms of duration and strength, of these feelings on Dub5s himself. 
To strengthen his resolve towards the enemies, Dub5s asserts that the enemies had 
needed his father's support in a previous time. Although his father was their educator 
in terms of the desert values, "you were the person who taught them", they not only 
forgot what he had taught them, but also rejected his teachings in their dealings with 
him personally and in destroying the desert values, "they slaughtered the dignity near 
your home". 
Again, Dubds mentions his return to his father and to the enemies, "I am coming to 
you, to them", and confirms to his father that if they believe they could influence his 
position in the tribe, "if they swallowed you as they claimed", revenge will overtake 
them unavoidably, "you are going to swallow them soon". Therefore, because Dub5s 
was stimulated by the desert values given to him in his childhood, "I opened my 
pillow, killed my sorrows, and a photo of childhood's dough is in my palm", he 
reassures his father that his return journey will never stop, "I will not close my eyes 
until you see me, I see you". 
The monologueý "you walked in the middle of the road, so when your time betrayed 
you the road walked in your middle" can be considered as a psychological motivation 
to Dubds in a way of taking action against the enemies, while the sentence, "you 
twisted your steps in order not to be seen by your enemies and you preferred safet3e' 
can be viewed as a response to the monologue confirming the powerless position and 
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state of AM Dubgs. Some images and metaphors, such as "I have a sickle, which 
dives into my flank", "the wind competes with me, the distance chews me' and 
"childhood's dough" show the command of the poetý not only of figurative and 
stylistic techniques and in portraying desert values and conventions, but also in 
presenting the story in an emotional and influential way. 
Stanza Six: 
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Oh my two friends, halt and weep.. 
Stop here, oh you who believes that you can pierce the head of the road, you will not 
reach as far as your imagination.. it folded you and it is folding you.. 
Reduce what you have for drawing your fright as follower, 
and throw what you have in the quiver. 
Your fat is swollen, you will not deceive the nobles. The judgement will rectify you.. 
and time will rectify those who are eating the flesh of their companions.. 
be slow, you are still bellowing as a bull in a piece of land looking for people 
who are responsible.. so they are plotting while you are plotting too. 
h27 "Hello" Barjqis and what you have committed. 
Fire continued, on the head of every slanting wood, like poems 
stamped with the blood of the desert. 
I return to you, it retums to you. Oh, I came and it retumed to you. 
Nothing remains except that I came to you carrying my load, which is difficult to be 
carried even by the earth, on my shoulder and my sword is being shaken in its 
sheath, time came for it to be set free. 
After reassuring his father, Dub5s moves to the confrontation with his enemies in this 
stanza. Because these lines reflect Dub5s' psychological preparation for the 
confrontation, they can be viewed as a final confirmation for his father, as he 
expresses his resolve and ability to deal with the enemies. In this contextý Dub5s 
starts the stanza with a traditional invocation used in a monologue, "oh my two 
friends, halt and weep", to state a message that he has only two choices; revenge for 
himself and his father on his enemies or death. Calling for his two friends to cry for 
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him is an indication that he has firmly resolved to confront his enemies, even though 
he may lose his life. 
Starting with the traditional imperative verb to enemies in desert conflicts, "stop 
here", (A%), Dub5s issues the first confronting word, which is fraught with anger and 
signals of revenge. Dub5s commences the psychological confrontation through two 
strategies to weaken the enemies. Firstly, he diminishes the enemies' expectations 
and passes a message to them that their ambitions cannot be achieved as a result of 
their limited abilities, "stop here, oh you who believes that you can pierce the head of 
the road, you will not reach as far as your imagination... reduce what you have". 
Secondly, he reveals his opinion of the enemies by using the Arabic expression, "your 
fat is swollen", and argues that because the abilities of the enemies are false, they 
"will not deceive the nobles". In addition, Dub5s asks the enemies to be slow towards 
achieving their goals because they are in the wrong direction and their acts have no 
influenceý "you are still bellowing as a bull". Afterwards, Dub5s, to threaten the 
enemies, states that punishment and time will straighten the enemies, "the 
judgement ... and the time". 
In order to bring home to the enemies the fate that awaits them, Dubds concludes 
this part by employing a famous Arabic proverb (LA1j-q C"4 14-.., L -Io) "hello 
Bargqish, and what you have committed" and threatening the enemies with "slanting 
woods", that they will confront a tough attack, "fire continued", with skills of desert 
courage "like poems, stamped with the blood of the desere'. 
At the end of the stanza and the poem as a whole, Dub5s not only maintains that he 
is going to return to his father, "I return to you... oh, I came", but also confirms that 
his father's position will be resolved, "it returns to you... it returned to you". 
Furthermore, the use of the past tense after the present tense, "came, returned" 
suggests that the return of Dub5s and restoration of the father's position are certain, 
to the extent that they can be considered as a completed action. 
To assert that action is going to happen, Dub5s affirms that everything in the world 
changes except that he came again carrying his load. Although he is still carrying the 
first load, i. e. looking for a better life for the family, as well as the new load of dealing 
with enemies, he feels strong enough to deal with them, to the extent that his sword 
166 
is struggling to be set free and confront them, "my sword is being shaken in its 
sheath, time came for it to be set free". 
Because of the intense internal conflict, which prepares him for the external conflict, 
Dub5s commences this stanza with very strong words, "oh my two friends, halt and 
weep", "stop here! '. Moreover, he escalates the situation by some negative sentences 
to frustrate the enemies, such as "you will not reach as far as your imagination" and 
11you will not deceive the nobles", and some affirmative sentences to make them 
doubtful about their abilities, such as "your fat is swollen", and "you are still bellowing 
as a bull". When Dub5s attempts to gain spiritual strength from the desert values, 
"poems, stamped with the blood of the desert", he aims not only to encourage himself, 
but also to reassure his father that he still respects the desert values and that the 
slander spread by the enemies was absolutely false. 
The use of the second person pronoun (K,; d-al-Mukh&ab) 
(64) in the word 
(44)), 
repeated three times, implies that Dub5s has already restored his father's position in 
the village, using a subconscious message. This is psychologically represented in the 
repetition of (44)), and it can be viewed as a promise that his father will get his 
position in reality. Also, the short sentences starting from (. - 4-Al suggest that 
the steps for taking action against the enemies are coming closer to each other, 
bearing in mind that the decision is made after-wards, "time came for it to be set free". 
Also, the moving image, "my sword is being shaken in its sheath", hints that action is 
going to be taken shortly, because it is not only Dub5s who wants to take action, but 
also his sword, which is struggling to be out of its sheath to confront the enemies. 
Because the metre, al-Mutaq&ib on which the poem is built, has eight short and 
similar feet of each line, it produces a quick regular rhythm, reflecting Dub5s' 
decisive response to the succession of the events after his receipt of a poem from his 
father. Further, these particular feet not only imply how worried and nervous Dub5s 
was, but also confirm the return of Dub5s, because of the harmony between these feet 
and the characteristics of transformations and stages, internally or externally, in 
Dub5s and his father. 
In this poem, some key themes appear, such as the theme of longing, "my flock 
scattered", "hastened", 'be has stretched out his neck" and "I yearn for you"; coming 
back: "my road is moving", "go to your father", "the wind competes with me", "I am 
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coming" and "my path records my footprints"; ambition, "makes a hump kneel down" 
and "you want to ascend a ladder which falls in love with the top of the clouds"; 
desert values, "but he does not know my path", "a photo of childhood's dough is in my 
palm" and "poems stamped with the blood of the desert" and revenge, whether it is 
related to causes, "I have a sickle, which dives into my flank, it bleeds my hand", or 
reaction, I stop to stare, to scream furiously', or attack, "your fat is swollen", Itstop 
here" and "you are going to swallow them soon". 
It is generally agreed that there is a relationship between the geographical features of 
a piece of land and people's customs, beliefs and values. Because frankness and clarity 
are important features among nomads and villagers, the same as the desert with its 
huge open land, sky and horizon, one function of this poem is to bridge the gap 
between Dubds' poem and his father and to clarify the event with all its dimensions 
by giving an interpretation of the events and associated feelings Missing from the 
original story, in a poetic style. 
While the desert life characterised by tough and difficult circumstances, "in the 
cavities of my cave, salted with -the mud sweetened by the tar of hoping and 
forbearing", which influence people's dreams, "the rope of the fastener, towards the 
necks of the road, makes a hump kneel down", the features of the desert itself give 
confidence to people to struggle against these circumstances and have ambitions as 
wide as the desert spaces, "the spaces of eternity's love fall back upon my lashes". 
When the exile is a "cave", it influences not only the emigrant's life but also his 
family. When life has an effect on people's bodies, abilities and feelings "mills are 
grinding", it is acceptable for them to yield to life's circumstances, "oh my friends, 
please take some splinters of my camel's saddle" after a long struggle in which 
everything in life seems to have been lost, "my Bock scattered" and has become 
"splinters". Therefore, a person who reaches this stage has nothing to do except wait 
for what others will do for him, 7he is stretching out his neck like the neck of ostrich". 
Although Dub5s "screamed furiously' and had a "sickle" in his "flank", he continued 
looking towards his ambitions, "the wind competes with me", ignored what was being 
said by the enemies and reassured his father that he essentially, "wants to ascend a 
ladder which falls in love with the top of the clouds". In addition, if the enemies 
wanted to destroy his father's position in the village, "they slaughtered the dignity 
168 
near your home", by spreading false hearsay, "your fat is swollen", his love for his 
father, "an echo in a love's countenance" and the desert values in which he was 
brought up, "a photo of childhood's dough is in my palm", will make him confront the 
enemies, "stop here", or even give his life for the sake of victory, "oh my two friends, 
halt and weep"; moreover, the sword itself is ardent to confront them, "my sword is 
being shaken in its sheath, time came for it to be set free". 
5.4. Consolation in the Employment of Local Spirit "the Land": a Study 
of "Olympiad of the Body"by Jdsim al-$ubayyih 
5.4.1. An Overview of the Poem 
Because this poem is about the historical position of Najd, it is essential to give a 
general image about the Najd's reputation in Arabic literature. Although Najd, the 
centre of the Arabian Peninsula, had a miserable history in terms of political, 
educational and living circumstances from the pre-Islamic era to the 19' century, it 
gave birth to valuable literary works, especially in love stories and poetry. Poets who 
lived in Najd in the 8h and 9th centuries, such as Qays Ibn al-Mulawwalý (Maji7fin 
La ývla), LayI5 aVArniriyyah, Kuthayyir cAzzah, Jamil Buthaynah, cUrwah Ibn ljuz5m, 
Qays Ibn Dhurayb and poets of Banii ýUdhrah (people who were committed to 
practising platonic love at that time) reflect how emotional and sensitive the desert 
poetry was. Because life in Najd at that time was harsh, it can be said that poetry of 
love and longing was composed as an opposite response and reaction to it. Thus, not 
only does the poetry of NqJdi poets in that time have a reputation for themes of 
longing and loveý but also, Najd itself has been a symbol for these types of poetry 
throughout the history of Arabic poetry until today. In addition, the connection 
between longing, faithfulness and chasteness in love poetry and Ban(i cUdhrah's 
poetry, in particular, and Najdi poetry, in general, is very strong, in not only Arabic 
literary studies, but also the memory of Arab poets as a whole". 
The poem can be divided into three stanzas. The first stanza is to console Najd in the 
face of the circumstances of modem life and the cultural shock between modem life 
and the spirit of poetic history of Najd, whereas the second stanza is to reas sure Najd 
that the poet is coming to rehabilitate its position in the memory of Arabic poetic 
spirit. After promising Najd that he will restore its position, the poet invites Najd, in 
the third stanza, to enjoy with him all types of Olympic games. 
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5.4.2. The Perspective of Interpretation 
Considering the historical position of Najd, it is very obvious that Jdsim al-ýOayyih 
employs the poetic history of Najd in his poem, (Olympiad of the Body), 
not only to identify the local spirit towards Najd according to its history, but also to 
re-produce a new overlapped vision, composed of the poetic history, the local spirit 
and modem life, in the light of Najd's struggle in keeping its position in the thick of 
the rapid transfon-nation of new changes in life. 
5.4.3. The Poem 
Stanza One: 
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Love is chained to the restrictions of civilisation and weeps over lovers 
Cravings are imprisoned in the old tents, and grasped by their throats, 
with a sad tie. 
Najd.. oh Najd.. oh an ember of love in the fireplace of sempiternity, since 
the burning of remoteness in the ribs of longing 
love is chained to restrictions, but it still abridges you in a youthful passion 
frequently. 
So, forgive civilisation for its cement, this wind came back 
as an honest messenger between lovers. 
And forgive civilisation for its asphalt 
truly, Qays stretched from the grave, and the civilised blackness broke with 
a lover who is coming from the antiquity.. 
From the poet's point of view, Najd is love and love is Najd. Therefore, it can be said 
that Najd is not a land any more; it is a symbol of love and longing. Thus, love/Najd 
weeps over lovers as a result of being chained by the restrictions of modern 
civilisation, which is deemed emotionally a retrogressive life. To prove that, love is 
not only hidden in Najd and cannot be separated from itý "cravings are imprisoned in 
the old tents! ', but also, love itself is struggling to be free from civilised restrictions, 
"cravings are grasped by their throats with a sad tie", and spread its spirit and values 
among people. In addition, the poet clarifies that Najd; its land, history and culture, is 
not only love, but also it is the source of love since sempiternity, "oh an ember of love 
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in the fireplace of eternity", and since the existence of the word "longing", "since the 
burning of remoteness in the ribs of longing". 
Because the poet verifies that love is associated with Najd for all the time, and it still 
"abridges you in a youthful passion frequently', he calls on Najd not to be pessimistic 
and to overlook modem civilisation's mistakes, "forgive civilisation for its cement" and 
"forgive civilisation for its asphalt", due to some optimistic indications such as "this 
wind came back", "Qays stretched from the grave" and "the civilised blackness broke 
with a lover". 
After expressing, in the beginning of this stanza, that Najd is completely upset due to 
the unwelcome change in modem life, the poet uses, with the verb ), "weeps", 
the preposition which reflects how offended and frustrated Najd is, because the 
expression ( vlo Os-w- ), is used when the frustration reaches its peak, and the weeper 
believes that the situation finished negatively. 
Because the poet understands the psychological state of Najd after losing its 
emotional and poetic position in Arabic memory, he seeks to reassure Najd that he 
will deal with the situation by restoring its position, and, therefore, he starts to rescue 
Najd gradually from its miserable state. 
In addition, this reassurance from the poet to Najd is effective owing to, not only the 
powerful words and structure in dealing with such psychological state and 
movement, "wind", "honest messengee' and "lovers", but also, the evocation of the 
historical and current state of Najd in the first two verses. Moreover, the poet draws 
Najd's attention by use of the vocative three times to Najd, "Najd, oh Najd.. oh an 
ember of love" which prepares the addressee, with the 
influence of the extended and repeated sound of the intedection, (I ýi 
), to be 
influenced emotionally and accept the offer. Also, he prepares Najd by asking for 
forgiveness and reminding. it that he appreciates its valuable position, "oh an ember 
of love in the fireplace of eternity, since the burning of remoteness in the ribs of 
longing". Thus, after asking Najd twice for forgiveness, by repeating, "forgive 
civilisation", the poet justifies the request through using three confirmations; 
namely, the meaning of wind and the past tense in the expression, "this wind came 
back", the use of the well-known symbol of love, "Qays" (Majbilin Laylaý, with 
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emphasis of ( b) ), and employing a metaphor in the expression, "the civilised 
blackness broke with a lover". The use of the word "wind" and the past tense "came 
back" the first reminder of Najd's emotive position in the memory of Arabic 
culture, suggests not only that the happy denouement is conveyed by the wind, 
which is a powerful factor in the desert life, but also that there is no doubt about it, 
because it has happened already, "came bacle'. 
Because the situation of Najd is difficult to sort out, the poet expects a subconscious 
rejection from it. Therefore, after asking for forgiveness the second time, he invokes a 
very famous historical character, i. e. Qays Ibn al-Mulawwab, and applies two stylistic 
features, namely emphasis ( b) ), and image ( ulsiz ). Another affirmation comes with 
the moving metaphorical image, "the civilised blackness broke with a lover who is 
coming from the antiquity", using the past tense to point out that the return 
of the rescuer is certain. 
The metaphorical image, which presents love as a chained person who weeps over 
his relatives, and whose cravings are not only imprisoned, but also grasped by their 
throats, and the use of stylistic deviations, such as "love is chained", "weeps over" and 
"cravings are imprisoned", express the currant frustrated state of Najd/the symbol in 
modem life to the extent that it has abandoned hope. The extensive use of stylistic 
devices, such as the vocative, emphasis, prohibition, imperative, negation and warning 
in the poefs argument with Najd, in the first and second stanzas, may imply that the 
poet is subconsciously dealing with a stubborn party2 
The repetition of some words and expressions in this stanza, such as the sentence 
(jjAll 40i Sjý. jj#ll), 41 1ý 4; ), (Cý+aj and the intedection 
shows that the poet is engaged in persuading Najd, whereas the extended and 
repeated sound of some words, such as 
(JljL. 
-4 , Lij-111 
jtxl-., Il Aj ýý tý , Qý41, All 
) 
reflect the poet's faidiffilness. In addition to that, the poet uses two Arabicised 
words, namely (t4l! A, ýI) and (4.! U-)) in the sentence in which he asks for forgiveness 
for modem civilisation. The meaning of the rhythmical and phonetic parallelism in 
the sentence (L+". ) SjI -1- 11 qjali ), implies that the poet subconsciously wants to 
deliver an indirect message to Najd that there is no choice but to agree to forgive. 
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Stanza Two: 
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Najd, oh Najd.. this is me, the last of lovers, 
I am coming from the smell of palm trees, 
and the smell of dates in my body is still similar to the smell of Jasmine. 
Indeed, I have a wild flower in you, which Arabism has embroidered with 
Bedouin brownness, and completed as certainty. 
Alas, oh a wild flower.. do not allege that the time of conquests is over, 
and Najd here is a closed body as a desert. 
Despite all that the sand was given in thirst, indeed, love has its own style 
in plunging forts when conquerors have despaired - 
and come back, escorted by larks of defeat in a festival of sorrows 
surely, I came leading the horses of streams obediently under my skin 
and experience horsing with the river in my excited blood.. 
by doing so, love recovers its adolescence... and youthful passions, which have been 
extinguished in the winter of life, come back glaringly with fire, 
towards its appointment with insanity. 
I am warning you now, oh Najd, that no tribe can be protected from love, 
no trench can stop passengers towards the hear% so submit to love.. 
and come to me, on the playground of nigh% we will perform the Olympiad of the 
body. 
After asking Najd to forgive civilisation and stating three indications in the previous 
stanza, which are "wind came back", "Qays stretched from the grave", "the civilised 
blackness broke with a lover", giving a promise of the restoration of Najd's position, 
the poet, in the beginning of this stanza, announces that it is he who will rescue Najd 
from its miserable state, "Najd, oh Najd.. this is meý the last of loversý'. Because the 
poet feels that Najd is surprised, after making announcementý "this is me, the last of 
lovers", he introduces himself to win its trust, in order to enact with him "the 
Olympiad of the body'. When the poet says, "I am coming from the smell of palm 
trees, and the smell of dates in my body is still similar to the smell of Jasmine', he 
states that although he comes from oases, he also represents nomads in the desert. 
To affirm that, the poet embodies Najd/the symbol in a flower and deals with the 
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new symbol, i. e. flower, instead, "indeed, I have a wild flower in you". Further, he 
confirms, by bi ), having the new symbol, in which Arabism and bedouin brownriess 
are mixed. While using the vocative to call on Najd in the beginning, before 
announcing that he the last lover, is to draw Najd's attention to understand the 
personality of the new lover, embodying Najd in a flower is to prepare it to accept 
requests and warnings. 
When the poet realises; that Najd recognises his personality, he begins a strong 
argument with it, commencing with entreaty and ending with warning. With the 
conciliatory expression, "alas, oh a wild flowee', he entreats Najd not to be pessimistic, 
"do not allege that the time of conquests is over, and Najd here is a closed body as a 
desere', because he has his own helpful device to resolve difficulties, "indeed, love has 
its style in plunging forts", in spite of the conquerors' expected despair, when they 
come back achieving nothing, "when conquerors have despaired and come back, 
escorted by larks of defeat in a festival of sorrows". 
After maintaining that he owns a method in dealing with difficulties, "indeed, love 
has its style in plunging forts", he festates his abilities, in details, this time, and starts 
with the assertion of the word ( -Lý ), which reflects a high level of confin-nation in 
Arabic, "surely, I came leading the horses of streams obediently under my skin". 
Because the poet feels subconsciously that he is in need of confidence about the 
mentioned abilities above, he uses the monologue, "by doing so, love recovers its 
adolescenceý', not only to confirm these abilities, but also to give a statement that the 
features of love which have for a time disappeared will return painfully with fire, 
"youthful passions, which have been extinguished in the winter of life, come back 
glaringly with fire! '. This statement fixes not only the abilities of the poet, but also the 
strong level of certainty and quality as a result of using "fire! ' and "insanity', which 
refers back to the era of Banii cUdhrah and Qays Ibn al-MulawwaLb (Majnfin Lqy]J),. 
In the end of this stanza, it is interesting to note that, after some presenting 
statements, which are drawing Najd's attention, "Najd, oh Najd", introducing himself, 
"this is me... ", idiosyncrasy, "indeed, I have a wild flower in you", entreaty, "alas, oh a 
wild flower", uniqueness of solution, "love has its own style.. when conquerors have 
despaired", "unusual abilities, "surely, I am leading the horses of streams obediently 
under my skin" and confirming the transformation, "youthful passions come back 
174 
glaringly with fire, with insanity', the poet feels not only that Najd has big doubt that 
lovers have left for ever, because of "weeping over" ( 4,1o VSp- ) in the first stanza, but 
also he sends enough infon-nation to Najd to accept his offer. Therefore, he warns 
Najd with three powerful stylistic aspects, the direct warning ( 4iLaiJ ), the time 
( 6-11 ) and vocative 1-ap-I L-ý ), and then identifies the reasons, repeating negation 
(--ja-a I. -A-44 Y that "no tribe can be protected from love, no trench can stop 
passengers towards the heart". Finally, after all these stages of argument and driving 
the situation to its peak, the poet asks Najd declaredly to "submit to love". The use of 
( PUII ) as a conjunction in ( VAL,, a-U ), indicates that the poet is not only in a hurry 
to perceive the positive answer from the addressee, but also asks it to submit without 
thinking, because the letter of al-FF ( r-L-ill ) in Arabic is a connector that joins two 
words, and reflecting the closeness between their meanings. 
The moving image, "when conquerors have despaired and come back, escorted by 
larks of defeat in a festival of sorrows" signifies that love has its powerful and 
guaranteed method for victory even though the whole nation, "conquerors... a festival 
of sorrows" have been defeated. In addition, the image, "surely, I came leading the 
horses of streams obediently under my skin and experience horsing with the river in 
my excited blood", convey the poet's confidence in his abilities to persuade Najd, I 
am leading the horses of streams", as well as that love is in every fibre of his being, 
"obediently under my skin". 
As for rhythm, the extended sound of al-AM, repeated six times in the beginning of 
the stanza js--ýl 
L-A QA U, in addition to preparing Najd for the 
coming argumen4 exposes the poet's sympathy with it. The first and the second 
stanzas are established on the rhyme of ( cii; 1I ). In the first and in some verses of the 
second stanzas, the use of the rhyme, containing al-Yaand al-Affn ( &ý- ), in words 
such as ( Cp, ý91 , c, %+" , Cjýla2l , Cu3& , 6.1-W ), with its smooth and soft 
sound, reflects feelings of love, longing, and tenderness. However, in the rest of the 
second stanza, the rhyme is changed to instead of in words such as 
(,, W&; Wl , ), because the poet, after challenging Najd, "do 
not allege that the time of conquests is over", moves to confront the expected doubt 
and rejection of Najd regarding his offer. Therefore, due to the fact that ( ji-41 has a 
stronger sound than ( , 91 ), especially after al-pammah ( '), the rhyme with W- ) 
175 
end, shows the change in the poet's mood which leads the reader through the stages 
of argument until it reaches its peak, Insanity'( &jsýl ), and moves to the warning 
afterwards. 
Stanza Three: 
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Come back to me to cut the evening tape, and our focus 
is the torch of start in a gambling marathon, where the race is for delectations 
in the racetrack of foam. 
It is a virgin appetite, running in my blood, and still splits veins 
upwards to a moment, which affiliates to eternity. 
I am the eternal player.. I am the one who examines the youthful muscles in the test 
of patience. 
I will remove the iron of complexes from you, and throw myself to the last part of 
night as a javelin of grief and insomnia. 
I have a pole (vaulting) of desires, which takes us out of consciousness, where we 
leave our shirts running away, as birds after the last sky that has no land. 
and we lodge to a hug, in which our bodies become acquainted in its orbits, 
hugging: is speech of secrets between two chests, and whispering of love from an 
upper arm to another. 
Beware.. when hugging has clouded, and love has fainted, that your eyes will not 
conspire against me, and have an alliance with chest, waist and the despotic love, 
leave the violet of spirit to squeeze its blueness as bunches, and then to give our 
bodies the mellowed cups as lapis lazuli. 
Come back, our presence has no patience with the postponed felicity, so we have 
mingled with invisibilityý which we call: tomorrow's heritage. 
After asking Najd to submit to love, the poet invites it, not only to play with him one 
game, but also to perform with him the Olympiad of the body. Tbus, in this stanza, 
the poet describes in detail all the Olympic games he would like to carry out, and 
presents them in emotional and spiritual structure, in order to relieve the sorrow of 
Najd. Although it might be expected, in this poem, that the "lover" would invite the 
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addressee to a romantic assignation or a relaxing holiday, the poet asks Najd to 
perform with him Olympic games. What is interesting to note in the reference to the 
Olympiad in this poem is that the Olympic games, with their variety of types, 
relationships, circumstances and psychological states Goy, sadness and challenge) 
represent, on many levels, relationships of love and longing and personify somehow 
the history of Najd/the symbol, as well as Najd/the dream of the poet. Moreover, it 
can be said that because the emotional and psychological impact of the Olympic 
games is achieved through physical tasks, the poet intends to engage in physical 
games, which means here that something will happen in reality regarding Najd's 
emotional and spiritual position, in order to restore the historical position of Najd. 
Besides evoking many elements of Olympic games, in terms, such as torch, marathon, 
race, racetrack, running, player, javelin, pole and shirts, the poet employs these games 
and terms to convey his spiritual and emotional message. Therefore, he uses stylistic 
deviations to conduct the structure, such as the evening tape, gambling marathon, a 
virgin appetite running in my blood, eternal player, throw myself to the last part of 
night as a javelin of grief and insomnia, I have a pole (vaulting) of desires. 
Although the poet uses the first person pronoun (singular), (Pamk al-Mutakallim) 
five times in this stanza, such as ( L-Aj ýýJ , t-i"i , 1ýijl- , u4&11 U, v"l ui ), he 
applies the first person pronoun (plural), i. e. (L.; ) and Cy%! ), eleven times, such as 
(. 4., ... c L1,41c U_Y.; aL& c Uja,, + , U. 3L. +i , 4jU , LLL,. &j (-au , W-;, , Lrw , Udlý ), 
which strongly reflects how the poet is keen on not only being together with 
Najd/the symbol, but aM to be mixed with it spiritually and emotionally. In this 
context, because he is dreaming about the union with Najd, the poet not only states 
that both of them have a hug to introduce their bodies to each other, but also goes 
further by defining the hug, 'bugging is speech of secrets between two chests, and 
whispering of loves from one upper arm to anothee'. 
However, after clearly conveying his desire to Najd/the symbol, by reference to 
hugging, the poet feels in need of another warning to it. For that reason, he wams 
Najd not to conspire against him, by repeating twice the formal Arabic word for 
warning AL-q) ), "beware, when hugging has clouded, and love has fainted, that your 
eyes will not conspire against me, and have an alliance with chestý waist and the 
despotic love". Again, after asking Najd to leave the violet of spirit to squeeze its 
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blueness as bunches, and to give the two bodies the mellowed cups, he uses the 
plural pronoun to confirm his dream of union. As regards rhyme in this stanza, after 
inviting Najd to perform with him the Olympiad of the body in the last verse of the 
second stanza, the rhyme has been changed from the soft Affn to the 
vowelless DV (. L- ), which indicates the psychological dimension of the poet's 
movement from dealing with emotions to physical sport. 
From the poem as a whole, it can be said that the poet is tense, nervous and 
somehow impulsive in the argument with Najd, which may be due to the distance 
between his ambition and the current state in terms of Najd's position, considering its 
historical position. This is demonstrated by the poet's use of a large numbers of 
stylistic devices: vocative, emphasis, prohibition, imperative, negation and warning. 
The poem contains seven vocatives, fifteen emphases (five with emphatic tools and 
ten with repetition), seven imperatives, one prohibition, five negations and three 
warnings. In addition, the relationship between the type of sentence and the meaning 
that emerges in the poem is very strong. When the poet intends to convey a sense of 
stability in the current state of Najd and his personality, he uses the nominal 
sentence, (&-Jumlah aMsmijgwh), such as ( L)aali 
U, ; Uj*-A-4 Lýtp-All I J-J'IJA S_4.41 
U 
J. SJ3) 
S U. 111 
e. ý" &A ý4t! IU QA). 
. _+X1 4A J. 
On the other hand, the use of the present tense occurs when the poet intends to 
activate the meaning in the readers' minds. Thus, he uses this type of sentence for 
explaining important actions to influence the reader, such as ( EjL-&; ij c JIJAA c V". 
(j. 4ij c epý , eX c 
jjt-jLZ 
, A. A. AAq (. 4jU ; JL.. Ji As for the past tense, 
it is used when the poet intends to assert the realisation of the dream by presenting it 
as something that happened in the past, such as ( LL, 41 , jL%; a , Lýýl uILZ c )- 
In his employment of the local spirit, Najd/the symbol, the poet presents himself as a 
hero who can not only restore the position to Najd as a symbol of love and longing 
after its light has been extinguished as a result of modem life, "the winter of life", but 
also to restore it incandescently with the fire of love and insanity, "come back 
glaringly with fireý towards its appointment with insanity', exactly as experienced by 
the Banfi cUdhrah and Majnfin LayM Because the poet comes from the source that 
produced Najd's position, "I am coming from the smell of palm trees", and his visions 
are created by both rural and desert characteristics, "the smell of dates in my body is 
still similar to the smell of Jasmine... a wild flower, which Arabism has embroidered 
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it with Bedouin brownness, and completed as certainty', he has, not only more power 
to carry out the task, "surely, I came leading the horses of streams obediently under 
my skin", which will be easy for him due to his special method in dealing with such 
difficulties, "indeed, love has its own style in plunging forts", but also he is willing to 
sacrifice himself for the sake of Najd, I will throw myself to the last part of night as a 
javelin of grief and insomnia". 
Because the poet believes that modem life has obliterated Najd's position of love and 
longing, "love is chained to the restrictions of civilisation and cravings are imprisoned, 
and grasped by their throats! ', he maintains that Qays/the poet has appeared to 
restore Najd's position, "truly, Qays stretched from a grave", and the civilised 
blackness has been lightened by him. Therefore, Najd should forgive modem life 
since his return will defiantly change the situation, "forgive civilisation for its cement 
and its asphale'. Although he loves Najd/the symbol, which is a source of love in the 
world, and fond of i4 "we lodge to a hug, in which our bodies become acquainted in 
its orbits", "leave the violet of spirit to squeeze its blueness as bunchesý', th e poet feels 
worry and doubt, which is expected in love situations. As a result, the poet not only 
repeatedly warns Najd not to doubt his abilities and faithfulness, "I am warning you 
now, oh Najd", "bewareý', but also he asks Najd to yield to his ambitions, "submit to 
love and come to me, on the playground of nightý we will perform the Olympiad of 
the body". 
5.5. Refusal in the Employment of Local Spirit w17he Values! ': a Study of 
"A Page from a BedouiiYs Papers" by Moammad al-Thubayd 
5.5.1. An Overview of the Poem 
Because this poem represents the values of the local spirit, it is important to explain 
the desert values on which the Saudi society is built in general. Although the desert 
has its own values, conventions and principles in many aspects of life, it is generally 
agreed that these values are not only restricted to nomads, but are also practised by 
people who live in oases and villages. Because of living in harsh circumstances, 
politically, socially and economically, in desert and oases, many values, which have 
been generated in responding to these circumstances, are adopted and consecrated by 
the societyý such as courage, generosity, loyalty, comfort of the grieving and the 
protection of refugees. It is expected that people who live in a closed area, such as 
people in the Arabian Peninsula, especially the middle, will be isolated and adopt 
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isolation as a strategy in dealing with others. In addition, it is interesting to note that 
as a result of having overcome the harsh circumstances of the desert, people have 
subconsciously become characterised by pride and feelings of superiority. 
The poem can be divided into four stanzas, reflecting some visible and invisible desert 
values. The first stanza is commenced by confirming the poet's rejection of the 
influence of modem life. In the second stanza, the poet justifies his rejection after 
introducing himself and how close he is to the desert, to show that although he will 
deal with modem life, separation between him and the desert cannot be achieved. 
The conflict spirit appears in the third stanza when the poet states that he has to not 
only challenge changes, the same as what he does with the desert circumstances, but 
also, to make change impossible. The fourth stanza exploits his optimistic state after 
feeling good in dealing with modem life. 
5.5.2. The Perspective of Interpretation 
Considering these desert values and the people's transformation to modem life since 
the 1970s in Saudi Arabia, in his poem, 4. j. Ij jljji Cw Z&-La (A page from a Bedouin's 
papers), which reflects a common local attitude to modem life, especially among 
conservatives, Muhammad al-Thubayt! invokes the local spirit, its values and 
characteristics. Taking into account the tribal background of the poet, with its 
cultural and desert characteristics' dimensions, the date of the publication of the 
poem and the circumstances of the country at that time, it is generally obvious that 
the poet expresses his point of view towards modem life and represents a common 
attitude in Saudi society, which is dominated by confronting some modem values 
that influence the specific relationships between individuals, as well as the tribal 
structure of the society. 
5.5.3. The Poem 
Stanza One 
4: L-lj A-0s I... J- 
aalw 
c 
- 
t. c 
What do you want..? I will not give you my flags for a present 
nor will I stretch out my oases in your hands. 
Did the dream, burning inside my eyes, deceive you? 
you will not interpret it.. it is some of my miracles. 
When I sailed in your eyes, enjoying the face of spring, I did not drop my anchor. 
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The poet commences the first stanza of the poem by confirming his rejection of the 
influence of modem life through an imaginary dialogue, presented by interrogations, 
"what do you wane' and "did the dream.. ", negations, I will not give you", "nor will I 
stretch", "you will not interpret if' and "I did not drop", condition, "when I sailed.. " 
and statements, "burning inside my eyes", "it is some of my miracles" and "enjoying 
the face of spring". After the suspicious question, "what do you wane' and the 
rejection of modem life, which is trying to attract him/the society, "I will not give 
you" and "nor will I stretcH' in the first verse, the poet confronts modem life in the 
question, "did the dream deceive you? ", explaining that if the reason for the modern 
life's interest is because of the high level of the morale of the desert man, modem life 
cannot understand the motivation, "you will not interpret it" as a result of the fact 
that this motivation "is some of my miracles". Although the poet is enjoying facilities, 
"when I sailed in your eyes, enjoying the face of spring", he is still loyal to the desert 
values and keen on sailing in the deserts unknown, "I did not drop my anchor". 
Moreover, because it indicates, in general, the stability of the meaning, the use of the 
nominal sentence (al-iumlah al-Ismijgwh) in (30.1ý ýý ., 
i ) and (c., ýL; I IL-+i) 
reflects the poet's certainty regardýng the spiritual aspect of desert life, "the dream" 
and the difficulty of understanding it. 
It is interesting to mention here that the hidden value, i. e. rejection and isolation, 
which can result from the desert's vagueness and unknown nature, appears in the 
stanza subconsciously, not only through its commencement with a question, but also, 
in the negative answer after each question concerning modem lifds ability to 
approach the desert man. 
Stanza Two 
ýý ýýI 
ýAa65 
ü- 44 
13A 
Ul 
16- 
This is my camel standing up at the doors, 
the lights of airports cannot make him night-blind. 
Over there, is my song in the misgiving of the desert, 
rocking love in the pasture of my sheep. 
I am an ancient horse, of which the sun distributes the lights of mornings upon his 
blaze. 
191 
I am a defiant horse, which the revealing of bunches and the perfume of short times 
cannot subdue. 
I came running, while the desert was following me, 
and the small frames of sand are running between my steps. 
I came wearing shoes of horizons.. giving them my wound, 
and looking within them for my early beginnings. 
In this stanza, while he is proudly introducing himself and how close he is to the 
desert, the poet tends subconsciously, in the first two verses, to justify his rejection in 
the first stanza. He asserts that despite all attempts of modem life to dominate his 
culture and values, the symbol of the desert life/the camel, is still steadfast, not 
affected by modem life, but only standing up, watching what is taking place in it "this 
is my camel standing up at the doors". In this context; he confirms his relationship 
with the spiritual beauty of the desert by stating that his dreams and songs are not 
only deep-rooted in the desert, but are also looking for love, which is considered the 
highest level of purity in the desert, "my song is in the misgiving of the desert, rocking 
lovd'. The demonstratives, (4jow QA) and A II ), with their genitive to Ygal- 
MutakaYim suggest how certain and confident is the poet of his cultural uniqueness. 
After maintaining that he has deep-rooted desert values and characteristics, the poet 
not only introduces himself in the third and fourth verses, through using the second 
desert symbol, the horse, UtAa% U! ) and (ýý bi --- U), but also as a source of 
light/life "I am an ancient horse, of which the sun distributes the lights of mornings 
upon his blaze", which is very difficult to be led or influenced, "I am a defiant horse, 
which the revealing of bunches and the perfume of short times cannot subdue". The 
direct introduction by the use of nominal sentence (al-Jumlah al-Ismiyyah), the first 
person pronoun (L-SI) twice and the positive form in the third (E, 3-4 44,0- jj! ) and the 
negative form in the fourth (A-PAI imply not only the extent of the poet's 
belief and confidence in the priceless values of desert life, but also the poees 
sharpness in dealing with things outside the desert life. 
A r- 
After the rejection, introducing himself and showing how close he is to the desert 
values, the poet in the last two verses of this stanza, states that although he will deal 
with modem life, "I came running", disconnection between himself and the desert is 
impossible, because the desert itself is running after him, "the desert was following 
me". It is interesting to note that while he affirms his strong relationship with all the 
aspects in the desert values, no matter how small they are, "small frames of sand are 
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running between my steps", the poet expresses, in the last verse of this stanza, that his 
relationship with the desert values as a whole, however big they are, is strong too, I 
came wearing shoes of horizons". The moving image (V"" f-Ij. %, 411) and the stylistic 
deviation (jU-11 J4; i) indicate how strong is his association with desert values and life 
to the extent that not only does the desert itself not want to leave him, but also it 
assists to float above with its proud values. 
It is interesting to note that the six verses in this stanza have three types of the first 
person pronouns (plural), (PamFir al-Mutakaflim). These pronouns, which are YY' 
al-Mutakaflim in the words (4j-. -. w4) and the independent pronoun of first 
person, repeated twice, (L--SI) and Tgal-Mutakaflim in the repeated word (L"41), 
signify three stages of the poet's relationship with desert life, i. e. full engagement in 
desert life with al- YT ( ý., ), semi-independence with (L-A) and the full independence 
with al-Tj'( conveying a strong connection with desert life in the phrases, 
and (jUll LWI). 
Stanza Three 
Vj 
(S-k6 "i J4, -0 ýýi L-i J--P L-, L-LsL-3 cp 
,. Vi 
"I 
Oh, you, if you pour the full moon in my liver, or bum the blood of the sea in my self. 
You will not remove the remains of the sand from my shoulder, 
nor the perfume of al-Abuzi'mY (lavender) from my cloaks. 
These cracks, which are walking proudly (strutting) in my foot, are poems composed 
by the beating of distances. 
This thirsty smile on my lip, is a river of wind, which has cUdhzi (platonic) tales. 
In order to eliminate any thought that the poet/the society can be dominated by 
modem life, after his mentioning that he is coming to deal with it in the previous 
stanza, the poet feels that he has not only to challenge changes, exactly the same as 
what he does subconsciously with the desert circumstances, but also, to make change 
impossible. Therefore, after starting with the long sound of Ya-$-. ý) to draw attention 
and prepare the addressee for challenge, he maintains that even if modern life could 
do something impossible, "if you pour the full moon in my liver, or bum the blood of 
the sea in myself", it cannot remove tiny things, "you will not remove the remains of 
the sand from my shoulder, nor the perfume of aI-KhuzffmY (lavender) from my 
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cloaks", not to mention unchangeable values and beliefs. The stylistic deviations, 
IV pour the full moon" and 'Iurn the blood of the sea" indicate the impossibility of 
changing solid to liquid in the first case, and joining opposite things together, i. e. 
bum and the sea, in the second. 
It is interesting to note that taking one of the impossible tasks from the desert 
environment, "the full moon", and the second from outside the desert, "the sea", 
implies how steadfast is the poeVthe society towards change wherever it comes from. 
However, both examples of irremovable things are from the desert environment, "the 
remains of the sand' and "the perfume of al-Khuz&nY. 
To prove the impossibility of change, the poet states that the values and the criteria 
of the desert are different from those of modem life. The cracks in the feet (d-"I) 
and the thirsty smile L- )), for example, are indications of harshness and 
thirst when judged by the standard of modem life, whereas they are not only 
indications of softness and irrigation, "these cracks are poems" and "this thirsty smile 
is a river", but also, these cracks are proud in the foot (VA-L-1 Vi JU5 c. ý41 j, 91,2) and 
the thirsty smile is a river of wind (ýA, 4! LfAi6all 
ýA4% which indicate that the 
river is moving and full of water. Furthermore, the use of the stylistic deviation 
(J= j, 0411) just after the two challenge verses in the beginning of this stanza, which 
suggests the extremely positive relationship between the poet and these cracks, 
removes any lingering doubt about the ability of modem life to change the poet/the 
society. 
Stanza Four 
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What do you see in my palm?.. 
did you read a full lifetime history of wounds. 
What do you see in my palm..? 
did you read weddings of nights and joys of heavens. 
And, did you read in it inflamed fire and a rebellious, contained by the coming 
season? 
When the poet feels that he has succeeded in the challenge, he exploits the 
psychological state of the addressee through rising questions again. The aim of 
posing questions in the beginning of the poem is to reflect refusal ( IiU), 
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whereas it is, in the last stanza of the poem, to reflect the idea that the desert 
character is complicated and mystical ( J_A--%ýS 1IL-4). Therefore, the addressee is 
pictured trying to tend to decode and interpret the desert character through palm 
reading. Thus, the poet would like to determine what modem life can discover from 
this deep, complicated and multi-level character (1.. J-A... T 11L. A). In general, 
starting and finishing the poem with questions implies that the desert; its culture, 
values and people will remain a mysteM attracting questions from the beginning to 
the end. 
It is interesting to note that the five questions in this stanza, which attract the focus 
of the addressee on both sides of life, i. e. sadness and delightý "full lifetime history of 
wounds" and "weddings of nights", as well as the past and the present, "lifetime 
history' and "the coming season", indicate somehow that not only joining the 
opposites is the reason behind the complication of the desert character, but also the 
high morale in dealing with the future, "inflamed fire and a rebellious, contained by 
the coming season", which may show that the desert character, its culture and values 
have strengthened over time. 
One of the important stylistic features in the poem is the use of the first person 
pronoun, (al-Mutakaflim), and the second person pronoun (feminine), (al- 
Mukh&ab). The poem contains thirty three for the first person pronouns, (aI- 
Mutaka&m), twenty pronouns with ITal-Mutakallim, such as 
4, ýAhli tva-, J+ 64#ýIj" cv! LP 4,.;; 't4. -44 ;, AJ161 qjpu 
'V: L--ý4 14141), 
two words with the independent pronoun ("I ), five words with the connected 
pronoun, such as (ý41 ý: LAI ,) and six words with the elided pronoun, 
such as (! ý! J j-1 J-xl; i u. ý%-ýjl 44j-. Al). As for the second person pronoun 
(feminine), the pcwm contains fourteen pronouns, seven with Ya' al-MukbRabah, 
such as (c: jjý Vla , 
O. LLAZ , c: w. 
IAS A-ýaý* four with KDal-Mukh. Rabah, 
such as 4-0,, 10-AI) and three with IT al-Mukhatabah, such as 
Whereas the poem contains sixteen verses, eight of them, which have a rhyme with 
Ya-'a]-Mutakallim, especially in the first stanza, signify the presence of self-interest 
and the preference of isolation. In short, the clear phenomenon of the first person 
pronouns (, pamFir &-Mutakallim) in the poem, support the idea of refusal and the 
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feeling that respecting idiosyncrasy, and full independence are very important values 
in desert life. 
The poet states that the desert person is reserved and difficult to deal with, I am a 
defiant horse", because he/she is proud of him/herself, I came wearing shoes of 
horizons" and has different criteria, perhaps opposites, from others, "these cracks are 
poems" and "this thirsty smile is a river". The desert person is expected to have a 
refusing character, which cannot be led easily, I will not give you my flags" and "nor 
will I stretch out my oases". Because those who challenge the idiosyncrasy of the 
person of desert origins cannot influence easy things, "remove the remains of the 
sand" or "the perfume of al-KbuzýTmg (lavender)", still less can they pluck him/her 
from his/her desert roots or change his/her values and culture, even if they use 
magic, "what do you see in my palm? ". 
Since the relationship between the desert and its dweller is a part of his/her mystical 
character, "it is some of my miracles" and life does not change any more and he lives 
in a peaceful life, "my song, in the misgiving of the desert, is rocking love", it is 
expected that he/she will have strong confidence to face change, even if impossible 
actions are going to be done, "if you pour the full moon in my liver, or bum the blood 
of the sea in myself". Thus, although the past of the desert man was full of 
difficulties, "did you read a full lifetime history of wounds", as a result of some 
challenges, the desert man believes that the future will be full of steadfastness 
confronting changes, "inflamed fire and a rebellious, contained by the coming season", 
because he/she will never stop "I did not drop my anchor". 
5.6. Conclusion 
This chapter has started with an introduction explaining the criteria and the general 
matters, which should be taken into account before reading the analytical part of this 
study. Four types of a Qualitative Employment of "Popular Heritagd' in Saudi poetry 
have been analysed in this chapter, which are the employment of popular poetry 
within a classical poem, the employment of popular stories, as popular materials, and 
the employment of local spirit; "the land" and "the values", as a significant element of 
the national morale. The four poems representing these four types are "A Cloud for 
me and a Blouse for her Charm", "A Neglected Note from Dubds to his Father", 
"Olympiad of the Body'and "A Page from a Bedouin's Papers". 
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The first poem has been investigated by focusing on the function of the two popular 
poetic stanzas, as an expression of extreme disappointment, which expresses the 
poet's feeling and attitudes towards the Modernist Movement and its journey in 
Saudi Arabia, including a difficult time for Modernism due to the conflict with the 
proponents of the Islamist trend. In the second poem, the popular story of Dub5s is 
employed in full, with all its conflict dimensions, to reflect the poet's viewpoints in his 
confrontation with the anti-modernist groups in the country. 
Whereas the third poem employs the poetic history of Najd to identify the local spirit 
according to its history, in the light of Najd's struggle in keeping its position in 
modem life, the fourth poem employs the desert values, which is dominated by the 
confrontation of some modem values that influence tribal structure in the society. 
From this chapter, it is obvious that the four poems reflect a broad trend in Saudi 
poetry, which is strongly rooted in the popular and local heritage, underlying the 
poetry of the authors to whom I referred earlier in this chapter. The reference to 
popular heritage is not confined to a specific time within the selected period, but is 
found during the whole selected period, which indicates the significance of popular 
heritage among Saudi poets. 
One of the most important features, described in this chapter, is that although Saudi 
poets adopt Modernism as an intellectual structure for life, and have strong 
relationships with old and modem Arabic literature, they are creative, not only in 
employing popular heritage, but also in composing poetry mixing popular heritage 
with modernist and enlightened ideas. Thus, it can be said that the reason behind 
overlapping popular heritage with modernist ideas is that the cultural and desert 
values, which were built on the feeling of independence, may influence this type of 
employment to produce another new type of distinction and independence. 
Although there are many common aspects in Saudi poetry, such as the employment 
of heritage in general, as discussed in this chapter, Saudi poets differ in some other 
poetic aspects. The following chapter will describe the differences between Saudi 
poets in terms of their intellectual attitudes by analysing Affiliation and the 
Domination of Anxiety. 
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' The idiosyncrasy of Saudi poetry is caused by the idiosyncrasy of Saudi society in tenns of its 
WahhAbi, desert and conservative backgrounds, as well as its criteria of acceptance and rejection in 
dealing with these backgrounds and modernity. 
2 In the beginning of each chapter, names of poets, who represent the phenomenon, will be mentioned. 
Saudi poetry has many poetic phenomena, apart from the selected four phenomena in this thesis, such 
as composing a poem in many poetic styles, i. e. classical, TaFj9ah and popular poetry, the cultural 
dimensions of employing international and local myths in a poem, the intertextuality between Saudi 
poets in terms of symbols, topics and stylistic deviations in the light of three important factors: the 
intent of showing off, trusting the subconscious and the influence of translation. For more details see 
suggestions for further studies in the conclusion of this thesis. 
3 For details about these poets, see: JTizat al-Babutayn (1995), and Sidfl and al-Qash'am! (2001). 
Poets, in these references, are in alphabetical order. 
4 This poem was published in the Dlw, ýD-7, flaygýd al-A=Lnah, by al-Dumaynf 'Aff. 
'This poem was published in the D1w9h,, Putiah9a1-Ladh4 by al-Ijumaydin Saad. 
6 This poem was published in the Dlmfn, Ulumbiygd al-Jasad, by al-$ubayyib J5sim. 
' This poem was published in the D! wZn,, Tahaffaytuffulman Tahaffaytu Wahman, by al-Thubaytf 
Mubammad. 
" This poem was published in the DfW. D7,,, ffun7fun Min Lughatal-Shain-s by al-Rushayd 'Abdullah. 
9 This poem was published in the Dlw. D7,, MgQVah a1-Bid'QJb14 by al-Zay&Abdultah. 
10 This poem was published in the DiMDi, AymW Yah? ja119Kh! mWa1-Wapan, by al-$dlib AbInad. 
"This poem was published in the Dlwgn, al-Burgq, by al-Mansiir Mubammad. 
12 This poem was published in the Dimin, Ayn IttijHh al-Shallkrby alýUrayyiq Thurayy5. 
" This poem was published in the Dlwgn, LuYulat &-MasX &-Salb by Qad Ladfah. 
14 This poem was published in the Dlwin, Liafflulm RFiPat.; 1-Mq&r by Al-ýindi, Ashj5n. 
" This poem was published in the Dlmfh, DhLUratun Hilsilata/-Naw. Zrisby al-Khashrami cAbdullah. 
16 This poem was published in the DIWAn, MF al-5ý2rib by Abii Khilid Fawziyyah. 
"This poem was published in the Dimin, 5ý2na-bi], 6Munbadarby al-Dumayni Mubammad. 
"' Because this chapter is confined to analysing the employment of popular heritage in modem Saudi 
poetry, this poetic phenomenon will not be investigated in this study. 
19 For more details about these poets, see: Hizat al-Babutayn (1995), and Sidii and al-Qashcami 
(2001). Poets, in these references, are in alphabetical order. 
2' For more details about some other poems representing this poetic phenomenon and its sub- 
phenomena see: Muft5b (1989: 49 -51,67,68,70,72 -80) and (1995: 86 -94), al-ýiilib (1981: 
13,39,67,69,80) and (1997: 63,67), al-Ijumaydin (1987: 30), (1990: 45 -52,86,93 -99,110,132,153), 
(1991a: 57 -59,65,74,129,153 -1M, (1991b: 4- 53), (1994: 9 -24) and (2000: 22,25,31,65,72), al- 
Dumayn! Wi (1986: 11,78,115), (1999a: 38,42,46) and (1999b: 18,23,29,30,31,80,93), at-Thubayti 
(1983: 20,61 -65), (1987: 50 -60,68 - 70,85) and (2002: 9,13,21 - 22), ), Bahkall (1981: 125) and 
(1992: 16), al-Sikhiin (1988: 13,15,26,32-33,51,61 -63), al-Harb! (1984: 15 -17,41,64 -65) and (1997: 
14,40,59 -61, 
i6 
-79,88), al-ýUtaybi (1986: 29 -34,73 -77) al-ýubayyib (1999: 15 -16,70 -76), 
(2001: 131 -142) and (2002: 49 -54,117 -127,249 -2M, al-Wdfi (1996: 62 -63,83 -84) and al-'Arawl 
(2001: 1,106 -107,148 -150,169,184 -187,205,223). 2' For more details see: chapter two. 
22 The phrase, "the doubts of my certainty", which is called an oxymoron in philosophy, may be 
interpreted as meaning that very small and weak doubts may appear, in some cases, around certainty 
as a result of human weakness. 
' Although Saturday is the beginning of the week in the poees culture, it is highly expected that he 
prefers Monday as the beginning of the week, since he is a modernist who prefers the Western way of 
thinking. 
24 In writing popular poetry, in this thesis, some changes in Arabic small vowels, dots and al-Harnzk 
have been made to help the reader to pronounce popular poetry according to the understandable 
pronunciation in Saudi Arabia. 
'Al-Kgdlis a famous flower with a nice smell in the south of Saudi Arabia. 
2' ' For more information see: alJuhaymEn ( 3: 268). 
"Bargqlsh is a name of a dog, and became a part from the Arabic proverb, 54HAhlihg or- Na&U 
Janat Bargqlsh, (Bargqish aggrieved only at her famLily, or self). This proverb can be used for 
somebody who hurts himself or his family while he/they are working to avoid negative results. For 
more information see: a]-Bustiin (1992,972). 
' For further information see: Dayf (1981: 87-134). 
29 The stubborn party here is the rejecting side in the character of Najd. 
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Chapter Six 
Affiliation' and the Domination of Anxiety 
6.1. IntirWuction 
Although the literature, discussed in Chapter Four, sheds light on the intellectual 
attitudes in Saudi poetry, some of these scholarly works are general and descriptive, 
except for al-Zahr5ni's paper, in which he studies three attitudes in three different 
poems. Thus, this chapter aims not only to investigate intellectually four poems, 
representing four trends, but also to analyse the structural and stylistic relationships 
within the poem, as well as the external elements that contributed to the analysis of 
the poem, such as the cultural and historical dimensions. Four sub-phenomena will 
be analysed in this chapter, in the light of Affiliation and the Domination of Anxiety, 
which are represented by four sections: the Difficult Equation between the Past and 
the Present, the Superiority Complex, a Unique Vision of the Relationship between 
Self, Lover and the Homeland and the Irony of Instructions. 
Affiliated poetry, which represents a social or intellectual trend, is deemed an 
important phenomenon in Saudi poetry. Because of the extremely liberated 
conceptions of Modernism in the conservative Saudi society, since its appearance in 
the 1970s, and the strong confrontation with the Islamist trend', the modernist and 
Islamist trends are the largest trends in the country, although the modernist trend 
does not express its values and principles as clearly and directly as the Islamist trend. 
The Islamist trend is represented by poets such as al-Almall (b. 1941), al-Dabil 
(b. 1945) Bahkali (b. 1954), ýac5bi (b. 1954), al. -cAshm5w! (b. 1955), al-Rushayd 
(b. 1965), and others3, whereas the modernist trend is represented by poets such as al- 
1jumaydin (b. 1947), cAli a]-Dumayni (b. 1950), a]-Zayd (b. 1952), a]-Ijarbi (b. 1956), 
al-Khashrami (b. 1958), al-, Utaybi (b. 1958) and othersý 
The pan-Arabist trend has become less influential than it was in the 1950s and 1960s, 
not only because some of its followers adopted other trends, but also, because the 
idea itself has lost its effectiveness and significance across the Arab world. This trend 
is represented by al-cUthaymin (b. 1940), Us5mah cAbd al-RabLmdn (b. 1945), al- 
Bukhit5n (b. 1950), al-Manýor (b. 1950), al-cAjl5n (b. 1960) and othersý. 
As for the nationalist trend, although it is less popular than the previous trends, it is 
still common among poets, especially in nationalist festivals, when nationalist feelings 
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increase due to the gap between the countrys achievements in comparison to its 
image a few decades ago. This trend is represented by Muft5h (b. 1940), al-S5lih 
(b. 1942), al-Ijumayd (b. 1951), al-ýiikhdn (b. 1956), ýac5bi (b. 1954) al-VSýCis (b. 1955), 
al-ýubayyib (b. 1964)6 , and others'. 
It is obvious that the reason'why the Islamist and modernist trends are in a state of 
anxiety is the intellectual confrontation due to their having opposite values towards 
one outcome, which is the development of the country. Political issues, especially the 
Arab-Israeli conflict, and the educational affairs of the Arab world are the primary 
concerns of the pan-Arabist poets, whereas the nationalist poets focus on the future 
of the Saudi society, and the hope that the miseries of the past are ended forever. 
It is very important to note that this classification of Saudi poets into trends is based 
on the general features of their poetry, but it does not mean that there is no 
overlapping between two trends in one poers work. While Islamist and modernist 
trends are unlikely to be found in the poetry of the same poet, unless he/she has 
moved from one to another, it is very likely for one poet to have poems containing 
ideas and attitudes from Islamist, pan-Arabist or nationalist trends. 
6.2. The Difficult Equation between the Past and the Present; a Study of 
"Time of Struggle" by cAbdullah al-Rushayd 
6.2.1. An Overview of the Poem 
From the title of this poem, CjIj Crime of Struggle), by cAbdullah al-Rushayd, it 
is clear that the poet asks his addressees to be prepared for future difficulties. The 
poem can be divided into three stanzas. The first stanza contains a description of the 
original achievements of the addressees, their glories and way of dealing with 
enemies throughout the history, while the second stanza describes the poet's feelings 
regarding the current circumstances of the addressees, who have lost their position 
and effectiveness. The third stanza is about the poet's response to the big gap 
between the distinguished historical achievements and the current miserable position 
of the addressees, to the extent that he announces, "this is the time for struggle". 
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6.2.2. The Perspective of Interpretation 
Some expressions in the poem, such as "die coming future", "we are the children of 
the green centuries", "history held its breath". "whenever I travelled to the land of 
glory in ff4qN', "here is the blunt sword of ýalqi al-Din", "the site of the Messenger's 
night journey" and "the minarets of ArqzJand al-JaN ", indicate that the poet adopts 
an Islamist attitude in this poem, by comparing the historical and the current 
conditions of the Islamic nation, and expressing his view about them. 
6.2.3. The Poem 
Stanza One 
.- -)" 3- )-' 
Lj' L- U1 
ý1 LIA 
jj16 I U4 jt'L 14. ý5j 
, 
L94 -L 
j_q'. a OLIMM-1 uzij a, I Ll! - LJ 
A-" 131 ýPl Lki 
Indeed, we came out from the womb of the sun, 
and we merged with the coming future, which has a beautiful promise.. 
We drank the thirst of the deserý we annihilated the ribs of impossibility. 
We adhered to the extremities of the galaxies.. 
our wishes are the emanation of light.. our secret conversation.. is long tales. 
We are the children of the green centuries, we came hugging the glory, running 
as long as the Milky Way is running and as extensive as the anthems of seasons. 
We stop the night when its arms of violence has sneaked 
we throw it as bait for myths... so it will bounce as a friend to ruins. 
Whoever scarifies the face of purity, we will make him drink from a poisoned cup. 
In his description of the historical achievements of the Islamic nation, the poet 
affirms four main features during Islamic history, i. e. its source and aims, the initial 
difficulties, ambitions and dealing with enemies. After maintaining that the nation 
has not only emerged from the source of light in the world, "we came out ftom the 
womb of the sun", but also, promises a bright ftiture, "we merged with the coming 
future, which has a beautiful promise", the poet explains that the nation in the 
beginning faced difficulties in building the Islamic civilisation, "we drank the thirst of 
the desert, we annihilated the fibs of impossibility'. 
Despite these difficulties, the nation has great ambitions for itself and others in the 
world, "we adhered to the extremities of the galaxies, our wishes are the emanation 
of light, our secret conversation is long tales", which are a result of being generated 
by an honourable time, "we are the children of the green centuries". As for dealing 
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with enemies, the poet states that the nation confronted its enemies and destroyed 
them, "we stop the night", "throw it as bait for myths", "make him drink from a 
poisoned cup". It is clear that the current position of the Islamic nation and the need 
for protection is behind the subconscious focus on dealing with enemies in this 
section. 
Because of the strong level of frustration among Islamic nation at the present time, to 
the extent that people subconsciously doubt that the Islamic nation was able to 
establish civilisation, the poet commences the poem with three emphases, which are 
the emphasis with the tool (b)) , the fronting of (u", ý11 ý&j &4) instead of (L! +. A) and 
the stylistic deviation (uAA--, 2 ý&j) itself, which indicates that the Islamic nation was 
not only the original source of light and enlightenment for humanity, "the sun" but 
also from the source of production and continuity, "the womb". 
In addition, this stanza has some other stylistic deviations, which state how enormous 
and wonderful were the historical achievements of the Islamic nation, such as 
(J: ýý'ýl E-4, -! a L401 ), which implies not only that surmounting difficulties reached its 
highest point, but also that difficulties were completely annihilated, so there was no 
impossibility. However, the word suggests that the overcoming of difficulties 
did not happen dramatically, but stages of conflict and struggle were gone through to 
make it happen. The stylistic deviation, (, OLUSI "), indicates that the enemy, who 
intends to attack the nation, will not only be destroyed by him, but also will be cast 
out of the realistic world to the imaginary world, to be bait for myths and fictions. 
It is interesting to note that this stanza contains fifteen words with the first person 
pronoun (plural) (Mal-Rilifin) (Lj) or the elided pronoun (&%1), such as (L. 4, si 11ý1 
V4 cUl-q! A4aVl A1445 cUA! A4_%4 cU*ýU) and (Aý" A: jiu i-"j1 qj+; Cja; ), 
which implies how proud is the poet of his united nation. Although this stanza has 
some verbs in the past tense, as a result of speaking about the past, it has four verbs 
in the present tense (Jý AAL 4, %aj which express dealing with glory and 
overcoming enemies, indicating that having glories and confronting enemies are not 
restricted to the past, but can also occur in the present and the future. 
192 
Stanza Two 
U-9 
LA7Z4 ' t- 
y4L2. 
- UJ-i. 31 C vjý u"-9,0ý i &ý. - ý . 141 uý-jý zz, -jý Ls exdlj - U-ZA - &-ýll rum, -iu. : II&I, % 
History held its breath, and every star, which was slipping to setting, listened. 
I am carrying my spites... on a ground upon which a lazy night has stretched, and 
whenever I rolled my steps on it, it derided me, 
so I hid and gathered up the flighty steps in a shy and angry way. 
My appearance is an endless silent nighý 
and the trembles of palm trees are in my ribs. 
The flame of deserts fills up my eyeball. 
My wishes are completely in a state of absent-mindedness. 
A storm, which does not fold up, is coming towards me. 
It surged to deflower the virginity of the fields. 
Whenever I travelled to the land of glory in UV! n, wailing exhausted me. 
Oh, in here is the blunt sword of ýaldb al-Din, and the fragments of neigh. 
and here the flag whose dignity was killed by dustý and spat by mud. 
After his description of the achievements of the Islamic nation in the first stanza, the 
poet asks history itself to speak on his behalf, because it witnessed and recorded what 
has been done historically. Thus, the poet portrays the reaction of history about what 
has been explained about the glories of the Islamic nation in the past and what it 
knows about its position at the present time. Thereforeý history held its breath in 
order not to reveal indications of frustration and loss of control. To expose how 
strong is the shock of history as a result of realising the huge gap between the past 
and the present, the poet uses doubling of the letter al-TY in the word 
Because the stars, like history, observed the Islamic nation in both past and present, 
they listened carefiffly to what has been said about the Islamic nation, hoping that 
there will be some good news, "and every star, which was slipping to setting, 
listened". Because of the immensity of his frustration about the current position of 
the Islamic nation, the poet generalises the disaster by calling as witnesses two 
important things in the universe; the history and the stars. 
After describing the reactions of both history and the stars to what the Islamic nation 
faces at the present time, the poet expresses his negative feelings towards the current 
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situation in the Islamic world, which lives under conflict and retrogressive 
circumstances, "I am carrying my spites on a ground upon which a lazy night has 
stretched". Moreover, he illustrates the efforts made by him and his trend in order to 
lighten the situation and start solving the difficulty, "whenever I rolled my steps on 
it", but he fails to achieve anything, "it derided me, so I hid". As a result, he comes 
back angry, "gathered up the flighty steps in a shy and angry way". 
After many attempts, as implied by the word (L-4-11), the poet explains what infected 
him and his trend, making him look black, "my appearance is an endless silent night", 
shiver, "the trembles of palm trees are in my ribs", and feel as if a fire bums him, "the 
flame of deserts fills up my eyeball. Consequently, he feels he has lost his way and is 
uncertain about the future, "my wishes are completely in a state of absent- 
mindedness". One reason for the poet being in such situation is that conflict and 
retrogressive circumstances are still strong among the nation, "a storm, which does 
not fold up, is coming towards me", and still working to destroy the main source of 
the production in the nation, "it surged to deflower the virginity of the fields". 
Because of the negative result of all the attempts made by the poet and his trend to 
deal with the situation, "whenever I rolled my steps on it, it derided me" and after 
describing the infections of frustration on his life, the poet starts recalling the 
achievements of the nation in the past. Thus, recalling the memory of the Battle of 
VýIW, makes him upset and frustrated, "whenever I travelled to the land of glory in 
ff4ttln, wailing exhausted me", because the strength of the nation no longer exists, 
"Oh, in here is the blunt sword of ýaldlý al-Din" and the voice and the attitudes of the 
Islamic nation among the other nations are no longer united and powerful, "and the 
fragments of neigh". Consequently, the nation has reached its lowest point and the 
position of being completely destroyed, reflected by "the flag whose dignity was killed 
by dust and spat by mud". 
In contrast to the first stanza, the poet in this stanza uses first person pronouns (TF 
al-Mutakaflim) possessive pronouns (Yaal-MutakaRim) or independent 
pronouns (al-pamk al-Mun, 6ýsij) ( "i ), such as &Z: L4-W c": ýUljrA 4"i 
q jlal c., P ' -: -! , L- ), which maY indicate t at the V1 : ý% h 
disunited state of the current nation influences the use of the pronouns. This stanza 
has some stylistic deviations, which suggest the psychological states of the poetý such 
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as ( Ji. -d ZW. --0164), which indicates that the poet starts to feel that current situations 
of the Islamic nation produce an atmosphere of sadness and loneliness, which are 
more likely to come at night rather than during the day, (1 1-111 Z: L" ), which shows 
the failure of the poet to achieve his aim, which exposes how distracted 
is the poet as a result of comparing the current situation with ýaldb al-Din's time, and 
(Jj-&, ý1 14*A), which states that the feeling of the helplessness reached its peak, as a 
result of the rejection by everything even mud. 
The dramatic image, "whenever I rolled my steps on it, it derided me, so I hid and 
gathered up the flighty steps in a shy and angry way' portrays a dramatic scene 
between the poet and the land (the current situation), reflecting how retrogression 
controls the land, to the extent that the land is not only unwilling to help him, but 
also derided him. This image may indicate that the poet made great efforts and 
attemPts to deal with the current situation of the Islamic nation. 
After this dramatic scene between the poet and the land, classical poetry and nominal 
sentences W-Jumlah al-Ismij)ýah) with their stability and steadiness, in terms of 
rhythm in classical poetry, and meaning in nominal sentences, appear to indicate that 
the state of frustration influences the subconscious of the poet to believe that the 
current situation cannot be changed or removed. The thýee verses, starting from 
(JWý c. ý) and ending with (jjW1 t: AjUq ), which are built upon (c)ZkoL-! ), the single 
foot of the metre of &-Rarnl, and the sentences, (ZW. (JI-A. 411 LUtA3j1 
41 11, p! ), (J. ý-A! VIL-41) and (U-, -alo together with the steady 
rhythm of these verses suggest how affected is the poetý in terms of his appearance 
psychological stability the power of the current 
situations (, -L4tP (. ýLja, , . 
41 lilj4) and the aimless future (Llj-. Al In the last 
three verses the rhythmical parallelism, with its long sentence in the first part and 
short sentence at the end, is in harmony with the parallelism of meaning, which is 
produced by the word "whenever" (UU), between the act and the result. 
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Stanza Tbree 
Iýli L): -jyl ti-114i jucý 
Ljljl 13 
0: 41 CA-= 
............................ 
We, nevertheless, came out and merged with the heights of the land 
in the site of the Messenger's night journey9. 
So, this is the time for struggle... the minarets of Afiýj and al-JaN" 
longed for our white voices. 
This is the time for struggle... 
............................................ 
The grieving echo rebounded hurtfully, 
and dishonour repeated "the songs of virile people". 
In order to retrieve his confidence and psychological balanceý the poet repeats in the 
beginning of this stanza what was said in the beginning of the poem, with the same 
meaning and words, and some clarification. In this stanza, he says, "we, nevertheless 
came out and merged with the heights of the land in the site of the Messenger's 
night journey', corresponding to the first stanza's, "indeed, we came out from the 
womb of the sun, and we merged with the coming future, which has a beautiful 
promise". The connection between the mixture with the coming future and the 
mixture with the heights of the land in the site of the Messenger's night journey, may 
be interpreted as a reflection of Islamic belief" saying that Muslims are going to have 
a war with Jews and they will be the winners in Palestine. 
After retrieving his psychological balance and recalling the Islamic dream regarding 
recapturing Palestine, as a symbol of the nation's victory, the poet comes back to the 
present time and states that this dream will not be achieved unless hard, 
comprehensive and continuous work is done on the national level. Consequently, the 
poet says JJ 11), "this is the time for struggle". After experiencing fully the 
positive feelings of saying, "this is the time for struggle", the poet subconsciously longs 
for the expected positive result from itý but instead of expressing his feelings directly, 
he projects them onto the minarets of Aiib. ýT and al-AIV in Palestine, "so, this is the 
time for struggle, the minarets of Arqiiand al-Jalfflonged for our white voices". 
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However, although he wants to linger on this feeling and savour it, the poet, after 
repeating the same phrase (a All jil 11), "this is the time for struggle", meets 
pessimistic feelings to the extent that he has a shock of sorrow. From the two empty 
lines after the repeated phrase, it can be deduced that the poet is engaged in a 
confusing and frustrating internal monologue. The outcome seems to be a realisation 
that he is unable to deal with the present difficulty; the monologue produces the 
frustrated and miserable end in the last verse of the poem stating that, not only can 
the poet do nothing, but also the current nation/dishonour can do nothing, except 
repeat the songs of the great old nation, "the grieving echo rebounded hurtfully, and 
dishonour repeated "the songs of virile people". 
It is interesting to note that the concept of struggle in the title, "Time of Struggle", 
and its repetition in the two phrases in the last stanza is produced not only by the 
linguistic meaning of tightness, but also by the doubling of the letter, al-DU as 
well as its emphasised sound. Furthermore, there are some doubled words in the 
poem, such as (dij ; ý5jl &12 L;, LL uU4 LAý ý5,4 ,; ýi z, 41 4, ýZ Q), which 
can be viewed in the same context to express the general tone of the poem, and how 
it reflects the poet's attitude towards the present and the future. 
When the nation becomes disunited, "the fragments of neigh", and is rejected by 
others, "spat by mud", it is to be expected that loyal people will suffer as a result of 
that situation, "the flame of deserts fills up my eyeball". Also, the appearance of these 
people-, "my appearance is an endless silent nigbV', their physical states, "the trembles 
of palm trees are in my ribs" and their future, "my wishes are completely in a state of 
absent-mindedness" will be changed accordingly. 
What makes the situation worse is the fact that the same nation was once a source of 
enlightenment among nations, "indeed, we came out from the womb of the sun", 
challenged aH difficulties around them, "we drank the thirst of the desertý we 
annihilated the ribs of impossibility', and enjoyed an honoured life, with a respected 
position, "we adhered to the extremities of the galaxies", and had an endless 
connection with glories, "we came hugging the glory, running as long as the Milky 
Way is running and as extensive as the anthems of seasons". Thus, consider-ing these 
changes in the nation's lifetime, it might be expected that a powerless person, who is 
rejected, "it derided me", would soon leave forever, "I gathered up the flighty steps in 
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a shy and angry way'. Even though he calls for preparation to re-establish the 
nation's position, "this is the time for struggle", he will fail soon, " the grieving echo 
rebounded hurtftAly", until another time of awakening comes. 
6.3. The Superiority Complex; a Study of "Oh Rust, I Sip You" by 
cAbdullah al-Zayd 
6.3.1. An Overview of the Poem 
The poem, t4j. 1 4, Zal (Oh Rust, I Sip You) by cAbdullah a]-Zayd can be divided 
into four stanzas. In the first and the fourth stanzas, the poet raises four rhetorical 
questions using the formal Arabic phrase (. ý not only to persuade the addressee 
that he is being attacked by his opponents, in order to be less important and effective, 
but also to show him that the aim of the attack is to subdue him into offering no 
resistance; then he states, in the second and the third stanzas, some evidences 
affirming what he claims. In addition, while the poetý in the first stanza, is interested 
in reassuring the addressee and giving him confidence, in the fourth stanza he is 
interested in reflecting steadfastness in the face of challenges, as implied by the title. 
Because the poet/the modernist feels superior to other people in the country, the 
poem contains many negative and satirical words, expressions and feelings. 
6.3.2. The Perspective of Interpretation 
cAbdullah a]-Zayd is not only one of the modernist poets in Saudi Arabia, but also he 
is more concerned about and amazed by the opposing trends in the country than 
other modernists. In other words, he is more interested in the conflict and intellectual 
debate with the opponents than other modernists, who are interested merely in 
expressing their ideas without concern about the reactions of the others. Considering 
the interest of the poet in the intellectual conflict in the 1980s discussed in Chapter 
Two, the date of the publication of the poem, which is 1986, and the general features 
of poetry published by him, it is obvious that the poet addresses the modernist person 
in Saudi Arabia. Although modernists faced strong confrontation, later in the 1980s, 
from the Islamist trend and the masses, it is expected that modernists still, in 1986, 
the date of publication, had strong feeling of superiority as expressed by the poem. 
Furthermore, because the poet believes that he belongs to the modernist trend, he 
addresses himself as a model of the trend at the end of the poem. 
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6.3.3. The Poem 
Stanza One 
ýLjl; u vi L3iýlll j SL-- 
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Did you not see.. how your desired contentment is condemned.., and sadly the poem 
is bound on your lips.. ? 
Did you not see how You are being led to an even servility, which your buried era has 
swallowed, in a shift of force, imposition and stupid features. 
When rabbles leant towards you, control your steadfastness, in a colour.. and smell.. 
of virility, and provide to your lungs a cup of the overflowing dawn at sunrise.. in 
order to intensify childhood in your sights. 
Verily, the peaceful time opened its exhibition over your flat lands, and constituted it 
from your morsels, you said to savagery: "no.. do not bod, the moon was fractured on 
your shoulders. 
Verily, the collapsed time opened between the distances of your glory a market of 
crises.. endless setbacks. 
In this stanza, the poet attempts to persuade the modernists that because he is better 
and taking responsibility for enlightening people, "how you are being led to an even 
servility', he is being attacked by the opponents of the Modernist Movement. 
Therefore, he commences the poem with two rhetorical questions using the phrase 
()--ý which is considered in Arabic as a device to obtain the desired answer. In 
order to achieve the desired answer, the poet not only expresses two significant sides 
of the Modernism Movementý which are the strong belief, "desired contentment" and 
the action to achieve itý "as you said to savagery", but also uses some verbs expressive 
of conflictý such as (3L-L (. ý , J, 1), which are related to the modernist person's 
independence and way of dealing with opponents. 
After raising the questions, the poet attempts to help the modernist person to recall 
that not only have his enlightening desires not been achieved, "your desired 
contentment is condemned", but also he cannot express his feelings and ambitions, 
"sadly the poem is bound on your lips". Further, he is being made to yield to the 
opponents! desires, "you are being led to an even servility', not for the first time 
because Modernism has been confronted since its appearance in the 1970s, "your 
rooted era has swallowed, in a shift of force, imposition and stupid features'. 
199 
When the poet states the difficulties faced by modernists and feels that the modernist 
addressee, may lose his confidence, due to realising the reality of the conflictý the poet 
gives him some advice and reminds him of the modernist achievements. He starts by 
advising him to be in full control (1W), at all levels (L-ajl,;, j .. U,, 4), when opponents 
want to hinder the modernist ambitions, and to be relaxed, "provide to your lungs a 
cup of the overflowing dawn", in order to strengthen the addressee himself and make 
his dreams achievable like children's dreams, "in order to intensify childhood in your 
sights". 
While the poet affirms that the early beginnings of the Modernist Movement, "the 
peaceful time", when there was opportunity for modernist ideas to be spread among 
the people of the country, met no confrontation, he also asserts that since the 
opponents started their actions against modernists, "the collapsed time", many 
problems and crises have emerged, "a market of crises.. endless setbacks". Moreover, 
when modernists confronted the other trends, "you said to savagery. no.. do not be", 
they met with tragedy, "the moon was fractured on your shoulders". 
Stylistic deviations assist the images and ideas suggested in this stanza. For instance, 
-I& 
S-j5j) indicates how strong is the repression facing modernists, to the 
extent that they cannot express their feelings (S,. - nor mention modernist ideas 
and principles. Also, the stylistic deviation (,, %AUI 4iIS (. 1o e--Ii) shows the intensity of 
the shock faced by modernists and the intense belief that the Modernist 
Movement, for which modernists people are taking responsibility (a-ýLs Lrk-), is only 
for enlightening people (>ýI), whereas the stylistic deviation (QL--4j >--4 U J. -) , 
implies how modernists are suffering from multiple types of problems made by the 
opponents. 
Stanza Two 
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Here is a stagnant and worthless speech.. here is a murderer of the atrophy of 
conscience, here is an idea which was joined with stupidity, in order to be hanged 
by sights.. and to be kicked by ignorant feet.. 
Here, you are the object of a bargaining, which surrounds You.. 
Here.. you are a mockery ridding by "the auction".. 
Did you not hear ridicule when it crystallises like salt in the grip of force?. 
Tell me if poetry has awoken within.. you tell me if you are now keeping your 
passion alive.. your face bright.. and love in your heart.. 
Tell me if your purity comes out.. and has not been affected by the infected scars. 
Tell me if you still can stand up now as a spear and create visions blessed with 
prophecy. 
Here you are a deserted well, occupied by pockets of mange.. 
Here you are an experiment in a Bedouin's laboratory, shaping the face of the prey. 
Shamefully, illness is asking you to fall down at its feet, jump if it is mentioned 
someday.. 
So, it has no right to shed tears, and wherever you travelled you are hard as rock 
and the sin comes from you. 
After clarifying what has happened to modernists and advising them to be in control 
in dealing with the situation of confiictý the poet in this stanza explains in detail how 
the opponents treat modernists and their ideas, and the poet's judgements on the 
opponents' reactions. Three stylistic phrases, (( ý-J th po ý,! 
Ai 
,Pi AU 
), are used by e et 
to state his judgements on the opponents' treatment of the modernists. 
In the beginning of the stanza, the poet uses the phrase (LIA) to state some features of 
the opponents' judgments and ideas about the Modernist Movement. Thus, because 
the opponents' judgments are faithless and devious, "a murderer of the atrophy of 
conscience", these judgments are inflexible and useless, "a stagnant and worthless 
speech", not to mention the opponents' notes are ill-advisedly spread by rabbles, "an 
idea which was joined with stupidity, in order to be hanged by sights, and to be 
kicked by ignorant feet". 
After describing the opponents' judgments about the modernist thought, the poet 
elucidates the position of modernists in the opponents'view, which conveys the idea 
that the modernist is not only surrounded with argument and suspicion, "you are the 
object of a bargaining, which surrounds you", but also the modernist himself becomes 
a vehicle for spreading the rabble's rumours, "you are a mockery ridding by "the 
auction". 
When the poet turns to maintain these judgments on modernists and their position in 
the country, he exploits the rhetorical question to draw the addressee's 
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attention to these judgments, which are going to disappear smoothly despite the 
opponents' efforts to prove them, "did you not hear ridicule when it Crystallises like 
salt in the grip of force? ". In addition, in order to remove the remnants of suspicion in 
the modernist himself about how shameful and offending are the opponents' 
judgments, the poet exploits another arguing phrase, i. e. (VIii), which is expected to 
draw only a negative response. 
Four sentences are started with the phrase (V:. Lji) investigating the addressee's skills 
and abilities. When the poet asks the addressee whether or not his poetic skill is still 
good enough to create poetry, "if poetry has awoken within", he requests an answer 
about his morale, i. e. whether or not he is still ambitious and continuing to enlighten 
people, "if you are now keeping your passion alive, your face bright and love in your 
heart". After stating that the modernist thought, "purity', has never been protected 
from its opponents, "the infected scars", the poet maintains that the capability and 
confidence of the modernists in continuing their scheme and their steadfastness in 
front of the opposition movement will be influenced negatively, "tell me if you still 
can stand up now as a spear and create visions blessed with prophecy'. 
Furthen-nore, after the four requesis with the phrase the poet uses, for the 
second time in this stanza, the phrase (L-! A), which refers to the environment among 
the opponents, to identify the reason for the loss of his skills and abilities. Thus, the 
modernist is not only no longer productive, "you are a deserted well", as a result of 
being influenced negatively, "occupied by pockets of mangd' by the rabble, "you are 
an experiment in a bedouin's laboratory', but also he is being employed to perfonn 
shameful actions, "shaping the face of the prey'. 
In order to clarify the circumstances facing the modemist, the poet points out that 
the opponents, "illness", work hard not only to make the modernist scheme more 
useless, but also to force him indirectly to adopt their perspective, 'Jump if it is 
mentioned someday', otherwise he will be condemned, "you are hard as rock and the 
sin comes from you". 
It is relatively acceptable that there are some reasons for dwelling on the influences 
of the opponents on the modernists, such as relieving the sorrow of the modernists, 
inciting them against their opponents, or highlighting the conflictual circumstances, 
in order to help the modernists to take the appropriate action for the modernist 
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scheme. Although there are some exaggerations in expressing these influences, this 
device is effective in inciting the modernists against their opponents and making 
them aware of the difficulties that impede the modernist scheme. Hence, apart from 
the use of the confirmatory phrases, i. e. (, LtJ ? -J! , L-.;, %) described above, there are 
some stylistic deviations and metonymic phrases presenting extra influence on the 
modernists, such as 3-+j! 44,, P), which indicates how badly the modernist is 
being treated reflecting the forcefulness of the opponents in making 
noise and engaging in useless argument about the Modernist Movement and people 
(rIj--611 I 6ý65- L-3ý4-A ), which suggests that the Modernist Movement is being 
employed by the rabble (ý 1" 4 -- A) and implies that although Modernism, 
intellectually, is a resourceful movement (js4), it is now deserted (; L-16. A) as a result of 
the acts of the opponents. However, while some metonymic phrases and sentences, 
such as (L. %Aj J11 LLkj ,Ip Z-A , ljj-.! &++_w t+-. 44_4 III%z ), signify that the 
modernist is no longer effective, they, at the same time, are helping the modernist to 
recall his past abilities and skills, in order to restore his position in the intellectual 
and literary environment in the country. 
Stanza Tbree 
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Over there.. and upon the ancient halls, the greenness of hills is moving 
lovers' clothes.. and spreading in the beautiful features, 
to motivate the sunken light in ourselves.. and an inundation complained of roots.. 
in order to fill up the beat of successive events with blood... 
But because of our slight retrogression, alienation covered us up, and the face of 
fear has lowered the masks of siege... 
We then returned to renew the form of our refuge. We swear, we will not allow 
productivity to be in our runways... but we will kill the strong affiliation 
and we will choke the perfume from its lungs.. 
Therefbreý we became an ordeal.. and returned to where the sunset persuades us of 
the open land, and where sorrow penneates life and founders it in nights of rust. 
We planted inside ourselves a resort of disasters, 
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and we slept on hums of myth. 
What do we want if clarity has the face of lifeý and we have a trench for tragedy..? 
What do we want if our eternal light brings good news to the nectar of smiles.. 
while we have caves in which we mature our grief. 
After inciting the modernists against their opponents, when he describes the 
hindrances that have faced the Modernism Movement in the previous stanza, the 
poet, in this stanza, recalls regretftdly the modernists' dreams and ambitions and how 
hopeful he was before the conflict happened, and blames the modernists since they 
are somewhat responsible for the retrogression of the movement. 
With the demonstrative pronoun, a proximal word (XUA), which indicates how far the 
future is from being reality, the poet starts the stanza by evoking the lost dreamed-of 
future of the Modernism Movement. He expresses the idea that the future was 
attractive, "the greenness of hills" which inspired the people to work for itý "to 
motivate the sunken light in ourselves". Also, because the modernists are committed 
to that future, "moving lovers' clothes", they are expected to enhance people's lives 
and fill them up with vitality, "fill up the beat of successive events with blood". 
Because the dreamed-of future has disappeared, the poet is interested in finding the 
reasons why modernists have moved backward rather than achieving their ambitions. 
By using the phrase (L=j ), the poet states that although the backward movement is 
not too serious to be handled, "our slight retrogression", the modernists not only 
disclaim that dreamed-of future, "alienation covered us up", but also, their fear of the 
opponents causes some psychological hindrances, which appear strong, when they 
are false, "the face of fear has lowered the masks of siege". So, the modernists have 
changed themselves, "we then returned to renew the form of our refuge". 
It would appear that the poet believes that the modernists were not intellectually 
productive in dealing with their opponents, as a result of abandoning their affiliation 
to Modernism, "we will kill the strong affiliation and we will choke the perfume from 
its lungs". Thus, the poet points out that the modernists are not only unable to deal 
with opponents, but also have become a problem themselves, "we became an ordeal". 
The indications of the backwardness of the Modernist Movement is their lack of 
productivity; they have unconsciously stopped producing scholarly and literary works, 
"to where the sunset persuades us of the open land", and become depressed, which 
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makes the situation worse, to the extent that they themselves have returned to the 
dark era, "where sorrow permeates life and founders it in nights of ruse'. Thus, they 
are themselves responsible for their current situation, "we planted inside ourselves a 
resort of disasters", and the dreams and ambitions have vanished, "we slept on hums 
of myth". 
Disappointing questions appear in the end of this stanza, which draw negative 
answers rather than positive ones, focusing on the target of Modernism QLA), to 
reflect how confused is the poet regarding the future of the movement. In addition, 
while the poet states that life has an optimistic face, "clarity has the face of life", and 
Modernism has its own enlightening and bright future, "our eternal light brings good 
news to the nectar of smiles", he pessimistically asks why modernists are surrendering 
to the current circumstances, "we have a trench for tragedy', and live alone with their 
difficulties, "we have caves in which we mature our grieP. 
Like the previous stanza, this stanza expresses, in detail, the accusing attitude of the 
poet towards the modernists, who are moving backward. This indicates how the poet 
is not only sincere to his principles, but also sensitive towards the opponents as 
mentioned above. Apart from the demonstrative pronoun (4"), and other stylistic 
changes, such as (UISI ) and the two questions IIU), there are stylistic features 
reflecting how the poet is driven subconsciously by his feelings and mood. 
Although this stanza has some stylistic deviations, expressing pessimistic meanings, 
. j611 (., 
Ig ,j and such as 
(L-ij_All ;:, L-A4.4A A: j!; j &A 
images, such as (A-ýj Cý-A ýull ?= d1i , rjLZI jlv,; ail yj4 ), the more interesting 
stylistic feature is the fact that the lexical selection changes according to the change 
in the conception in the stanza itself and the poet's response. When the poet 
expresses optimistic feelings, while he describes his dreams and ambitions, he utilises 
hopeful words, such as "greenness, lovers, beautiful and lighe. However, when he 
describes the way of dealing with the opponents, he uses quite more moderate words, 
indicative of anxiety, at the beginning, such as "our slight retrogression" and 
"alienation covered us up", then moves to stronger, more aggressive words afterwards, 
such as "we will kill", "we became an ordeal", "nights of ruse, "a resort of disasters", 
"myth" and "a trench for tragedy', which may indicate that he is suffering from the 
circumstances, as a result of his sensitivity to the issue. 
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Did you not see how all your seasonal titles are being seized? 
Did you not see how spite, rancour and a type of lowly followings 
are being poured upon the beats of beauty inside yourself? 
Oh, surely I will be looking for remnants of a burning journey within myself. 
when the hated question is wearing me out.. hoping that my travelling will be a 
companion giving me promises, which are a long time beginning. 
Oh, surely if I vanish in the features of my existence, I will pick up light, season 
and death.. 
Also, I will bum threads of the spring's steps in my veins, 
in order to inform the thresholds of my dream that I am 
I was constituted, one night, in order to detest the slopes of the flock, to damn the 
unknown cheap faces, and to slap the face of the guardianship. 
After describing, in detail, the conflict between the modernists and their opponents, 
and blaming the modernists for abandoning their principles, the poet uses in this 
stanza two rhetorical questions, (I ..... 
; such as were used in the beginning of the 
poem, in order to affin-n the existence of the details mentioned in the second and the 
third stanzas. In the first one, he claims that the position of the modernist is being 
destroyed, "all your seasonal titles are being seized" and in the second, he asserts 
these detailed acts, which limit the abilities of the modernists, "the beats of beauty 
inside yourself', are due to enmity, "spiteý rancour and a type of lowly followings". 
After the rhetorical questions in the first stanza of this poem, the poet focuses on 
reassuring the modernists and advising them to be in full control in the first stanza, 
because he will mention some worrying facts, results and blames about the conflict. 
However, after the rhetorical questions in this stanza, the poet discloses that he is 
one of the addressees, i. e. the modernists, and announces his decision about the 
conflict in order to be adopted by them. 
The poet starts the second section of this stanza, after the two questions, with the 
confirmatory classical phrase, (V_11) Yi), which is repeated twice. The first time, the 
poet maintains that -when 
he confronts the difficult questions, raised in the first 
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stanza and this one, "the hated question", he will look for rich modernist resources 
within himself, "I will be looking for remnants of a burning journey', hoping that 
modernists' ambitions will be achieved, "hoping that my travelling will be a 
companion giving me promises". However, it is interesting to note that the poet has 
decided not to confront opposition; rather, he states that if he vanishes for any 
reason, "I vanish in the features of my existence", enlightenment and fighting against 
backwardness will disappear from the country, "I will pick up light, season and 
death". In addition, he will inform his ambitions, which have become difficult to 
achieve, "inform the thresholds of my dream" that he existed one day, "I was 
constituted one night", fighting against retrogressive people, "to detest the slopes of 
the flock", the features of their existence in society, "to damn the unknown cheap 
faces", and their leadership, "to slap the face of the guardianship". 
It is interesting to point out that the use of the first person pronoun (singular) in this 
part of the stanza, while he uses different pronouns elsewhere in the poem, may 
indicate that the poet moves psychologically to a different step, which needs 
challenge and steadfastness. Starting from the phrase (q--Uj YI) until the end of the 
poem, a variety of eighteen pronouns of the first person pronoun (singular), (, Pamk 
al-Mutakafliin), such as (L4 c,, A6 
qpj: ýj VIWL4 '(. 
ýLa4j 11-1 '4A 'ju. '4. rL) 
, L4, tU 4LL"! CPA , :: iu*Y LýL4 are used to express in some way how 
concerned is the poet about the future of Modernism. 
In the poem as a whole, the poet puts forward a strong argument to persuade the 
modernists of his interpretation of the conflict, through using various stylistic devices. 
Repeated sentences, such as sentences starting with Vi , 11i c UA -. 
4 ýi), 
appositive sentences and clauses, such as ( L-ýý a44 , Ij-4.. j 614a. -v , 
JUL , caLZZ &4 
, Lr-lo L. -W L-4 and sentential coupling, such as sentences starting with 
(LLrýj jj , jW dij , U" , J. 1,; Ij - Lxýlj ý4LJ VA#5j 44 '') are 
considered the main stylistic features conveying these details. It can be suggested that 
the interest for details may reflect the blaming attitude adopted by the poet, who 
exaggerates criticism and addresses the modernists harshly, perhaps as a result of the 
big distance between his dreams and the reality, or extreme and pessimistic sensitivity 
in dealing with the conflict. There are many phenomena in the poem, reflecting the 
poet's attempts to achieve affirmation that his ideas have been understood and 
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adopted, whether indirectly, such as giving details, or directly, such as the use of the 
phrases (VL) Ii c 
I! tA c V; 
A 
, L4 , 
_, 
5 ý). 
These stylistic phenomena may indicate the poet's attempts to condemn the 
opponents and display their mistakes. Although he states, at the end of the poem, 
what his response is going to be by using the phrase 1i), he merely attacks the 
opposition rather than promising victory, which signifies the extent of the poet's 
frustration at the thwarting of his modernist ambitions and dreams. 
It is worth stating here that the poet is not merely sensitive and concerned about the 
opponents, but also hasty and extreme in using blameful and attacking words and 
expressions against the opponents. This may be attributed to the fact that this poem 
was composed in 1986, which was the early beginning of the conflict between the 
modernists on the one hand and their opponents and the masses on the other. In 
contrast, although the poem by cAli al-Dumayni, studied in Chapter Five and 
published in 1991, is about the conflict itself, somehow, it has a different attitude and 
way of dealing with the opponents built upon a realistic and positive attitude towards 
the opposition movement in general, which may be a result of the positive changes in 
the Modernist r4ovement itself during the period between the dates of publication of 
the two poems, i. e. 1986 and 1991.12 
It is understandable that people who are the source of enlightenmentý "I will pick up 
light", will be proud of their function, "we will kill the strong affiliation", and 
enthusiastic to perform it, "burning journey', even if some difficulties have hindered 
their achievements, "verily, the collapsed time opened between the distances of your 
glory a market of crises". When the enlightened people have been confronted, 'bow 
your desired contentment is condemned" by the masses, "rabbles leant towards you, 
control your steadfastness" and they have been victims of shameful rumours, "here is 
a stagnant and worthless speech, here is a murderer of the atrophy of conscience", 
they should not only control themselves, "control your steadfastness", but also be 
stronger, "you still can stand up now as a spear". 
Although rumours are being spread around these people, "here you are a mockery 
ridding by "the auction", they have to be confident and continue with their 
enlightening scheme, "you are now keeping your passion alive, your face bright and 
love in your heart". However, when these people have been influenced for a long 
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time by the opponents around them, "occupied by pockets of mange", they may 
become a problem, "we became an ordeal" and abandon their principles and values, 
"but we will kill the strong affiliation and we will choke the perfume from its lungs". 
Nevertheless, it is expected that some of these people will remain in control and 
stable regardless of the challenges around them, "detest the slopes of the flock, to 
damn the unknown cheap faces, and to slap the face of the guardianship". 
6.4. A Unique Vision of the Relationship between Self, Lover and the 
Homeland; a Study of 'You are for me, and we and the Letter for 
the Homeland" by 
Alýmad al-$Mflý (Mu&-DM 
6.4.1. An Overview of the Poem 
The poem, (ýLj-ý &24j --VI ýWi (You are for me, and we and the Letter for the 
Homeland) by Absnad al-S51ih (Mu&ift which conveys a philosophical overlap 
between the poetý the lover, the homeland and the language "the power of the poet", 
can be divided into three stanzas. The poet, in the first stanza, attempts to 
philosophise his relationship with the homeland and their relationship with the 
lover, confirming that both he and the homeland are the sources of the lover's value. 
Also, while he affirras his well-founded relationships with himself and the homeland, 
he asserts a strong relationship with the lover. 
In the second stanza, detailed attitudes and tasks of the philosophical and fourfold 
relationship, i. e. the poetý the language, the homeland and the lover, are explained, 
while the task of the language "the power of the poet" is described later in stanza 
three. After illustrating the lover's position and her role, the poet, in the third stanza, 
emphasises the intense overlap between himself and the homeland, to the extent that 
he makes himself the homeland itself, in which the lover can live safely and 
peacefully. 
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6.4.2. The Perspective of Interpretation 
It is obvious from the title that the poetý Abmad al-ýdlib (Mu&ift not only describes 
an overlapping relationship between four parties, i. e. himself, the lover, the homeland 
and the language, but also confirms that while his lover is for him, both of them and 
the language are sacrificed for the homeland. It can be considered that the poet 
means by the phrase "two luxurious things" in the beginning of the poem, upon 
which the poem is based, himself and the homeland, because he mentions after the 
phrase that the lover asks for the warmth from their arresting. Therefore, the lover is 
not one of the two luxurious things, nor is the language; therefore they must be the 
poet and the homeland, as stated in the title and expressed in the poem. 
Abmad al-ý51iý is not solely concerned with national issues, but is also bound to his 
nation and gives it romantic praise, which produces nationalist poetry mixed with 
love, as in the case of this poem. Although the overall genre of this poem is love 
poetry, it reflects how engaged is the poet in nationalist issues, and conveys a strong 
nationalist sentiment, when he makes himself, his ]over and his power "the language", 
willing to sacrifice themselves for the sake of the homeland. 
6.4.3. The Poem 
Stanza One 
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Words are becoming larger in my language, 
when I talk to them about two luxurious things, 
which your silk has asked for warmth from their arresting... 
Two things!! which the night has never thought about except for making 
their secret its own magic. 
This silk. M my hands became numb in its laps, 
while the comfort of warmth has walked through them. 
After this warmth, no flooding breast that can make me drunk.. 
and I can never accept waking up from it. 
So, please say goodbye to my sadness and poverty.. 
I obeyed you when I opposed them. 
There is no alternative to my affiliation with them, except you. M 
oh, you who was seeking warmth between them. 
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When the poet mentions in the tide of the poem that he, his lover, and his power, 
"the letter" will be sacrificed for the homeland, he specifies the type of relationship 
between the four parties, and the function and the importance of each of them. 
Although the language is only a vehicle, it interacts joyfully when the subject is the 
poet and the homeland, "words are becoming larger in my language, when I talk to 
them about two luxurious things". 
The philosophical relationship between the four parties may be interpreted as 
follows: the homeland is the foremost luxury, because the poet, his lover and his 
power, "the letter" exist for the sake of the homeland, "we and the letter for the 
homeland". The poet comes second, since he controls his power, "the language", and 
his lover is his, "you are for me". The lover can come third in this classification as a 
result of the fact that she obtains her value from the first and the second, i. e. the 
homeland and the poet, "your silk has asked for warmth from their arresting". 
After stating the nature of the relationships among these four parties, the poet 
discloses one of their important aspects, which is the enjoyment of spending a night 
in the desert. Night in the desert and oases, surrounded by silence and clear sky, is an 
appropriate time for the poet in Saudi Arabia to express his longing and feelings 
towards his homeland and love. Thus, the poet defines the "two luxurious things" by 
affirming that "two thingsH which the night has never thought about except for 
making their secret its own magic". 
When the poet asserts that the silk of the lover takes its value from the "two 
luxurious things", he describes the quality of the silk. It is very kind and sympathetic 
to the extent that not only "my hands became numb in its laps! ', but also "while the 
comfort of warmth has walked through them". Hence, this warm state, which is 
produced by both the homeland and the poetý and their eternal relationship, reaches 
its peak and influences the poet, even though he is one of its sources, "after this 
warmth, no flooding breast that can make me drunk and I can never accept waking 
up from it". 
As a resultý whatever the degree of the impact of this silk, it not only describes the 
influence of the lover on the poet, but also the power of both the homeland and the 
poet who give the lover warmth, "your silk has asked for warmth from their 
arresting". When the poet arrives at the peak of his happiness with his lover, he 
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explains that his miserable life has gone forever, "please say goodbye to my sadness 
and poverty'. 
In a deep overlapping between the homeland, the poet and the lover, the poet swings 
between some rather opposite decisions, maintaining somehow the complication of 
the tripartite relationship and the exchange of influence among them. When he is at 
the peak of his happiness with the warmth, the poet says to his lover I obeyed you", 
and makes obedience to the lover equivalent to disobedience to the "two luxurious 
things". However, after a strong and faithful affiliation to the homeland and himself, 
"there is no alternative to my affiliation with them", the poet yields rapidly to his 
lover, "except you". Finally, although he declares that the lover is the substitute for 
them, he reminds her that the homeland and the poet are still her source and value, 
as a result of the fact that she is still "seeking warmth between them". 
Because this poem is composed upon the notion of the "two luxurious things! ', not 
only does the dual pronoun appear in this stanza, but also the poem itself is built 
upon the rhyme of the dual pronoun, such as (LAt4: H J 4-L. - cL#A.. )jP cUA,, ýw UAýý). 
This stanza contains stylistic deviations, such as (L-Aj-ýtý Lý,!; which reflect the 
complication of the relationship among the three parties, i. e. how do the homeland 
and the poet become a source of warmth for the lover, when she cannot achieve that 
unless she arrests them. This complex relationship may appear because the lover 
knows that these are the only source of her security and value, so she has no choice 
but to attempt to control them in order to live. In other words, this stylistic deviation 
indicates that both parties are in a love relationship that makes them strong and 
weak at the same time, depending on the situation and the daily circumstances. 
(PL-L-11 is another stylistic deviation, which suggests the level of interest of the 
poet in the spiritual side of the relationship, rather than a physical relationship; this 
is also supported by other phrases, such as ( VSL4; 1 , JU. 1 ). 
Stanza Two 
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Sadness has its bright shape.. Delights have anxiety and 
length as extended as letters, but I have my extent. 
I am here at their boundaries between divulgence and quietness, 
restoring the ability of speech in front of you.. but silence on your lips 
restores what the heart has of irrigation and what the time of lovers 
has of large quantity and gain. 
This is the time of the glow of the beautiful joy inside myself.. 
and in all my old and new things. 
The awakening of the flood in my body and good health are overlapping me 
like I interpose my sin. 
The poet, in this stanza, portrays unique feelings towards his lover and the homeland. 
Although he is anxious about the future, "sadness", he seems to be still optimistic, 
"sadness has its bright shape". In addition, while worry overshadows his joyful time, 
"delights have anxiety", these enjoyments continue as long as he expresses his 
feelings in language, "as extended as the letters". 
The importance of himself and his lover in the relationship with the homeland 
emerges since he sets himself at the edge of the "two luxurious things". However, 
when he fails to achieve anything for the homeland, he will ask his lover for help for 
the sake of the sacrificed homeland, "restoring the ability of speech in front of you". 
Moreover, even when the lover fails to help, "silence on your lips", the poet will 
exploitý in full, his lover's sincere feelings to attain his goals, "what the heart has of 
irrigation", and he will have more power and ability when he recalls enjoyable time 
spent in love, "what the time of lovers has of large quantity and gain". 
Consequently, the poet is in high spirits as his lover has made sacrifices for the 
homeland, "this is the time of the glow of the beautiful joy inside myself', and this 
pleasurable feeling produces positive results over the term of the poet's life, "the 
awakening of the flood in my body, and the good health are overlapping me like I 
interpose my sin". 
The stylistic deviations of (41 C)AjM VRA) and (V-Ij-j Vi CjUjJall reflect, in the 
first case, how the poet is influenced by the emotional relationship with his lover to 
the extent that her silence can enable him to continue making extra sacrifices for the 
homeland, whereas the second deviation exposes how much the poet has of these 
enjoyable feelings as he describes them as flooding in his body. This stanza has no 
regular rhyme, which may indicate that the poet is in slight hesitation as a result of 
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moving through three steps in this stanza. These are joining sadness with optimism 
and making himself an important partý "sadness has its bright shape! ' and "I am here 
at their boundaries"; exploiting, in full, the quality of his relationship with his lover, 
"restoring the ability of speech" and "what the heart has of irrigation"; and finally, 
satisfaction with his achievementý "this is the time of the glow of the beautiful joy 
inside myseIP'. 
Stanza Three 
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Give me. A! 
I will reform things in my time.. 
A vanety of ships are here in your eyes. 
and the strong blazes of the sun are sailing in my blood. 
You. have the beginning in the veins.. you are the rhyme of the poem.. 
its metre.. its last documented reading, and you are alphabet.. 
You kindled, with words, fires of people who will come after me.. 
So, time is blockaded wherever you go.. your horses became difficult to lead 
and the sword of your love did not leave anything to use against me. 
A letter would give back to the eyes their pride.. 
to the seasons the right weather in the right time.. 
to kisses their delicious fiavour, to the homeland the good health of men, 
to femininity its taste.. 
Also, the letter would make a flood of tunes from the water of poetry, 
And a flood of sails from the waves of the sea.. 
in order to conquer far kingdoms and deserts. 
Sadness.. is my miracle to you, so everything is nothing except for that. 
Therefore, do not replace my homeland with someone else.. 
for I am the homeland under you, whose shadow is safe.. 
you will practise swimming in its waves.. you will drink with your friends in its lap.. 
and you have: the night of that homeland in your eyes and eyelashes.. 
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My request is not difficult for you, and I never find you rebellious against me. 
Oh, a stab in the heart-H 
which is injured by the smell of love.. I hand over my forehead to you.. 
so, go deeper and spread as much as you want on my body. 
In this stanza, the poet raises the issue of his lover's position in his life and her 
relationship with him. He reintroduces himself, stating that the sadness mentioned in 
the previous stanza is his miracle to her, and asserting that he is not only her lover, 
but also her homeland. 
Because the poet seeks his lover's help to change his life and people's lives, "I will 
reform things in my time", he asks her for more love and care, "give me. J! ", since she 
is full of love and kindness, "a variety of ships are here in your eyes", and can help 
him to face harsh difficulties, "the strong blazes of the sun are sailing in my blood". 
When the impact of the lover reaches its deepest level in the poet's world, "sailing in 
my blood", it attracts the poet's attention more than any other factor, "you have the 
beginning in the veins", since she has the same influence as poetry, which can go 
deep and form a vital component in the poet's entity, "you are the rhyme of the 
poem". 
An interesting intermixture of language, the power of the poet, with the ]over and the 
poet himself, as mentioned in the title, occurs in order to display their sacrifice as a 
whole for the homeland. When the poet intends to assert the importance of his love's 
cooperation with him in their sacrifice for the homeland, he states that his lover not 
only has the same influence as poetry, but also she is the basis of his nationalist 
attitudes, "the rhyme of the poem", the system he follows, "its metrd', the external 
appearance of his life and attitudes, "its last documented reading", and the core of his 
existence, "you are alphabee'. 
The poet continues displaying his power, i. e. language, associated with the power of 
his ]over, who gives poetry mighty ability, "you kindled, with words, fires of people", 
to the extent that she not only controls the poet, "your horses became difficult to lead 
and the sword of your love did not leave anything to use against me", but also 
controls the movement of time, "time is blockaded wherever you go". 
After describing the alliance between the power of the lover and the linguistic power 
of the poet, which is a symbol of the poet's ability in his sacrifice for the homeland, 
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he explains what power language may have. Language not only gives things their 
real value, "a letter would give back to the eyes their pride", "to the seasons the right 
weather in the right time", "to kisses their delicious flavour", "to the homelands the 
good health of men", and "to femininity its taste", but also language fills life up with 
vitality, so poetry is full of feelings, "the letter would make a flood of tunes from the 
water of poetry', and the sea is filled with ships, "a flood of sails from the waves of 
the sea", and language, also, can change life completely, "in order to conquer far 
kingdoms and deserts". It is obvious that the poet is able to make his great sacrifice 
for the homeland because he takes his abilities from the lover, who is associated with 
linguistic power and deemed the core of it, and the latter has all these abilities in 
dealing with life. 
Just as the poet stated in the previous stanza that sadness has some positive aspects, 
"sadness has its bright shape", he now affirins that sadness is the bridge for achieving 
the satisfaction of the lover, who influences language, "you kindled, with words, fires 
of people", to the extent that he not only says, "sadness is my miracle to you", but also 
he asserts that "so everything is nothing except for thae'. Consequently, he starts a 
new prohibitive sentence using the Arabic prohibitive too], (Y) (LF al-Xihiyah), in 
order to wam his lover not to separate him from his homeland, "do not replace my 
homeland with someone else', because he is the real source of her value, I am the 
homeland under you, whose shadow is safe'. 
Thus, the poet almost cancels the "two luxurious things", mentioned in the beginning 
of the poem, whose lover "has asked for warmth from their arresting", and makes 
them only one "luxurious thing", when he states that he is the homeland, where the 
lover will obtain not only the necessary needs of life, "under you, whose shadow is 
safe' but also enjoys her hobbies, "you will practise swimming in its waves", and may 
be influenced by some of its aspects, "you have the night of that homeland in your 
eyes and eyelashes". 
Although it seems that the poet describes his lover's position and her association with 
language in order not to place somebody else in his homeland, and he employs the 
language of love to achieve his outcome, the selection of the word, "homeland" to 
make a stylistic deviation reflects the importance of the homeland in the poet's life 
and maintains the meaning in the title of the poem. 
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It is interesting to note that when the poet says, "I am the homeland under you, 
whose shadow is safe", he describes a unique overlap between the poetý the lover, the 
letter and the homeland, mentioned in the first stanza, to the extent that it is difficult 
to realise who is in need of the other, or who serves the other, especially in the case 
of the poet and his lover. Although the poet makes himself the sponsor above, he 
retreats, asking for his lover's sympathy, asserting that she never rejects his requests, 
"I never find you rebellious against me". Moreover, he goes further in complicating 
the relationship when he makes himself and the homeland sources for the lover, 
ignores the homeland afterwards, makes himself the homeland, and not only 
concludes the poem by yielding to love and his lover, "I hand over my forehead to 
you", because of the power she has, "oh, a stab in the heartý which is injured by the 
smell of love", but also gives her everything he owns, "so, go deeper and spread as 
much as you want on my body". 
This stanza is built upon the rhyme of the vowelless HX after the doubled YX, such 
as ( Lý-,, ao ý-- -111 ,I 'L-44ffi Aý), which indicates that the poet 
subconsciously emphasises his feelings towards his lover and homeland, as a result of 
the meaning of the emphasises of the doubled Ya, (al-Ya-a]-Mushaddadah) in this 
context. The numbers of verses between the rhymes are close to each other. 
However, when the poet starts arguing with his lover to persuade her that sadness is 
his miracle, and he is the homeland where she will be safe under its shadow, the 
number of verses between the two rhymes is doubled before reaching the rhyme, 
( L. 6-Aeo ). What makes the rhyme in this stanza interesting is the fact that the poet 
ends the stanza, and the poem of course, with a different rhyme, which has not been 
used in the whole poem, i. e. the rhyme (q,... 4 ). This big alteration in rhymes may 
signify that yielding to his lover changes his mood and the feelings of the pain of 
love, "oh, a stab in the heart" have changed, so the rhyme, which has no connection 
with the previous rhymes, has changed as a result. 
One of the important features of this poem is the complicated relationship between 
the homeland, the poet and his ]over or, in other words, the bigger picture of the 
unique and strange relationship between the three parties. In fact, it is a poetic 
phenomenon in Alýmad al-$dlib! s nationalist poetry, in which he blurs the boundaries 
of love between his lover and homeland, as a great entity, and expresses his love for 
both. The poet makes the three parties exchange roles and importance, moving with 
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no limitations within the world of love and sacrifice, so each party can take the role 
of protector and protected, strong and weak, and servant and served at the same time. 
It is generally accepted that a person who lives a life of luxury, "comfort of warmth", 
enjoys his/her life to the full, "after this warmth, no flooding breast that can make me 
drunk", especially when he/she knows the exciting aspects of his/her life, "their 
secret its own magic", and even if he/she is left and punished, "oh, a stab in the heartý 
which is injured by the smell of love", he/she will never decide to abandon the one 
who does so, "there is no alternative to my affiliation with them". 
Because his/her position is vital, "you are the rhyme of the poem, its metre.. its last 
documented reading, and you are alphabet", he/she has a tremendous ability and 
vitality, "you kindled, with words, fires of people who will come after me", and may 
help others to achieve their outcomes, "a letter would give back to the eyes their 
pride', in order to leave forever their miserable pastý "so, please say goodbye to my 
sadness and poverty', and spend the rest of their lives as enjoyably as "the time of 
lovers". In addition, he/she may unite his/herself with the lover, "I am the homeland 
under you, whose shadow is safe". At that time, he/she will be able to regain his/her 
abilities, "restoring the ability of speech in front of you", and will say, as a result, "this 
is the time of the glow of the beautiful joy inside myselP. 
6.5. The Irony of Instructions, a Study of "Mere is a Mosquito in Your 
Excellency's Nose", by Mubammad al-Mamu-r 
6.5.1. An Overview of the Poem 
It is generally agreed that the pan-Arabist trend appeared in the Arab world as a 
counter reaction to the Turkish occupation just after the First World War. However, 
it became a mass trend as a result of the appearance of the Israeli state in 1948. The 
poem, "jai "I-f) ý., -i (There is a Mosquito in Your Excellency's Nose), by 
Mubammad al-Mansar, which conveys the view of the Arab masses at that time 
towards the Israeli state, describes the first step towards peace with Israel made by 
Egyptian President, Anwar S5d5t in 1979, and the Israeli Prime Minister, Man5bim 
Baygin in Camp David in the USA. The three stanzas of this poem portray ironically 
the perspective of Pan-Arabism. towards peace with Israel in general and the peace 
move of Anwar S5d5t in 1979, referring sarcastically to some Arab, Islamic and 
Jewish historical events. 
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6.5.2. The Perspective of Interpretation 
It is obvious that this poem, which was composed in 1979, explains the Arab masses' 
point of view towards the peace process carried out by the Egyptian President, Anwar 
S5d5t in 1979. Apart from this poem, the poet has composed many poems on Arab 
issues and crises, expressing pan-Arabist feelings and ambitions. 13 
6.5.3. The Poem 
Stanza One 
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They said its dignity is a mirage. It drinks light and refuses to fly, 
the butterfly of the last chapter in love plays. 
It is the love of a lover and her murder is a martyr. 
From your virgin spiritý spread in him what you have 
in order to be in deserts of your poisoned dream. 
Give him a prize, and do not ask for permission from a dead person, who sang 
following the sound of a bullet a thousand of songs in the name of peace.. 
presents greetings to Rahicah, ly5d, Niz5r and Mudar".. and takes care of the absent 
people and forgets those who are present. 
Also, he likes it if they are stiff in the dark ground, where emptiness plays with them, 
time shouts to them, and they die in a state of non-existence, while he lives 
on the throne of peace. 
In the beginning of this stanza, the poet describes the sudden emergence of the wann 
relationship between Egypt and Israel, which had begun only six years after the war 
in 1973, as a love relationship between Israel and the peacemaker, Anwar S5d5t; not 
Egyptý as people and culture, because of the third person single pronoun, such as 
(, $-. A, j , Jj-i ,, 'L)a-%4 , AU 4til2ol ,4). However, it is not only a despised and 
ineffective relationship, "its dignity is a mi rage. It drinks light and refuses to fly', but 
also as great as the love of a butterfly for the light in the dark, because a butterfly 
likes the light although it is going to die "the butterfly of the last chapter in love 
playsit. 
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In order to show that the efforts of the peacemaker will not change the pan-Arabist 
attitude towards the Palestinian issue, the poet sarcastically asks the "dead butterfly' 
to be a source of life for the peacemaker, "from your virgin spirit, spread in him what 
you have in order to be in deserts of your poisoned dream". Because the butterfly is 
dead, it cannot give him life, or ironically, give him a prize. As a resultý the peace 
process failed to achieve anything, "do not ask for permission from a dead person". 
The poet maintains indirectly that the peace process is ineffectual, because while the 
peacemaker propagandises his goals, "sang a thousand of songs in the name of peace", 
the Arabs heard nothing except the sound of shooting instead of singing, "sang 
following the sound of a bullet", because they believe only in resistance. The poet's 
interpretation of the peace process is that the peacemaker does not only want to 
destroy Arab dignity and history, "presents greetings to Rabicah, ly5d, Nizdr and 
MuOr" and mock at them, "takes care of the absent people and forgets those who are 
present", but even aims for the Arabs' downfall, 'lie likes it if they are stiff in the dark 
ground", and have no significance "where emptiness plays with them, time shouts to 
them", while he is the only victor, "while he lives on the throne of peace". 
The moving image in describing the decisions of the peacemaker and his 
achievements as a butterfly moving around the light until it falls into it asserts that 
the poet has no doubt that the peacemaker will face an outcome contrary to what he 
expects from the peace process. Although the poet uses the past tense to 
explain the processes of propagation to the peacemaker, he uses the present tense, 
such as l. +--4. j4-. a , js--j-L. U44 a 
), when describing the nega e 4-j tiv 
impact of the peace process at that time on the pan-Arabist spirit, since the present 
tense reflects the continuity of the depressing influence of that process on the Arabs, 
leading to their continuous resistance as a result. However, when explaining the 
wishes of the peacemaker, the poet uses the nominal sentence, which conveys the 
stability of the meaning ( L-+jý. j q ill . Oj), 
in order to show the peacemaker's desire for 
the stability of the current circumstances; he is the leader "on the throne of peace" 
a nd the Arabs are backward 'be likes it if they are stiff in the dark ground". 
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But.. oh, sir.. there is a mosquito in your Excellency's nose. 
I think you are well in Camp David.. and you will sign the agreement.. 
Sorry.. you will marry.. 
When the yellow ring is lost, you will create another one, 
so, ask your youths to look for it. 
. Say, it was a yellow cow, and as far'as I know, it was a beautiful cow'5. 
Butý A115h metamorphoses what He wants, and can resurrect bones 
even if they were decayed. 
Ask them, they may have found the stick of Moses, as you are the honest person to 
keep it. 
So, hit with it the sea of destruction, in order to walk on a peaceful land. 
Ask them about the meaning of Rabýah, ly5d, NizRr and Mudar. 
Were they places..? I do not think so! Were they massacres.. i Maybe... 
Ask them about forgery.. oh, two opposites sprinkling parts in the sea of culture. 
Ask them.. and make Egypt's Arabism a brocaded tissue with blood.. 
Tighten the hand of the lover.. weep deeply.. kneel down.. and mumble respectfully: 
Oh, Kla M5'ir, you will go to paradise for spilling blood.. 
Remind them of their good deeds in "Dirliasin"". they will not be wasted. 
Remind them of the children of Arabism in Egypt in the ground of "Balýr al-Baqar"".. 
They were scapegoats the same as you.. 
Mention, while you praise the prophet, the progeny of cAdniin, 
and what made you realise what the scapegoat is. 
Because you are intelligent, you will discover defiantly 
what has not been discovered yet.. that lsm5ciI and Isb5q are the offspring of al- 
Khalil, two twigs in a shady branch, and their blood ties them to each other. 
While the poet, in the first stanza, stated his decision about the peace process by 
portraying the peacemaker as a butterfly, falling into a flame, as well as the impact of 
the process on the Arabs' dignity and identity, he gives details, in this stanza, of the 
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relationship between the peacemaker and the Israelis, throughout historyý and the 
characteristics of the Israelis according to the Holy Qur5n. 
In order to draw the peacemaker's attention, the poet starts with the phrase "butý oh, 
sir", f6llowed by an ironic nominal sentence, which reflects stability, "there is a 
mosquito in your Excellency's nose". This sentence is used to show, before giving 
details, that the peacemaker clearly has a lot of shortcomings, which cannot be seen 
by him, "in the nose". The poet describes the relationship 
-from 
the beginning, 
referring to the place where the agreement was made, "I think you are well in Camp 
David", that the opportunity is not an ordinary one, "you will sign the agreement", but 
it is a unique and important time, "sony. - you will marry'. In addition, the 
peacemaker is the person who is fully engaged in its success, and when hindrances 
appear, he is not only going to deal with them, "when the yellow ring is lost, you will 
create another one", but also ask others for help, "ask your youths to look for ie'. 
Because the poet believes that the peace process is organised by the Jews, and the 
peacemaker is influenced by them to change his decisions, he asks the peacemaker to 
confess his belief by employing the-Qur5nic story about the Jews and a cow, which is 
considered in Islamic culture as a negative character in Jewish history's., "say, it was a 
yellow cow, and as far as I know, it was a beautiful cow". Furthermore, when the poet 
employs the story of the cow, to show the peacemaker the destructive face of Jewish 
history, he refers at some length to another two QueAnic stories. The first one is 
when some Jews went fishing on a Saturday, when it was forbidden for them, so 
Allah changed them to lowly monkeys, perhaps in shape, behaviour, morals or 
abilities", so the poet draws the peacemaker's attention to that story, clarifying to 
him that Allah can change him as well, "but, Allah metamorphoses what He wants! '. 
The second one is when the prophet Moses, the prophet of the Jews, with his 
believers hit a sea with his stick and Allah saved them from sinking by making the 
sea solid and suitable for walking"; so the poet asks the peacemaker sarcastically to 
find that stick and perhaps he can save the Arabs from the pessimistic side of the 
peace process, "ask them, they may have found the stick of Moses ... so, hit with it the 
sea of destruction, in order to walk on a peaceful land". 
After employing some Que5nic stories to clarify the relationship between the Jews, 
Jewish history and the peace process, the poet asks the peacemaker to remember the 
roots of the Arabs, who never ield to enemies, "ask them about the meaning of Yl 
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Rabilah, Iy5d, Nizdr and Mudae', and ironically, helps the peacemaker to identify 
these roots in view of his relationship with the Jews and their acts in Palestine since 
1948, "were they places..? I do not think so! were they massacres..? Maybe ...... After 
illustrating that the peacemaker was pushed by the Jews to engage in the peace 
process, the poet implies he is a counterfeit Arab, "ask them about forgery", because 
he is acting contrary to his Pan-Arabism, "oh, two opposites sprinkling parts in the sea 
of culture". 
In his description of how the peacemaker deals with the Jews during the making of 
the agreement, the poet ironically requests the peacemaker not only to shake hands 
warmly, "tighten the hand of the lover, weep deeply", but also to submit to them, 
"kneel down, and mumble respectfully', and thank them for killing the Arabs, "oh Tua 
Md'ir, you will go to paradise for spilling blood". Furthermore, while the poet rings a 
bell sarcastically to the peacemaker, referring to what the Jews have done in 
Palestine, "remind them of their good deeds in "Dir Ya-sin", he indicates that the 
peacemaker changes people in his country from Arabism's adherents, "the children of 
Arabism in Egypt", to Jewish adherents, "in the ground of "Babr al-Baqar". As a result, 
people in Egypt "were scapegoats the same as you". The poet mocks at the 
peacemaker, "because you are intelligent" by stating that Arabs and Jews are not only 
relatives, "you will discover defiantly what has not been discovered yet, that ISMacil2l 
and Isbdq 22 are the offspring of al-Khalil, 23 two twigs in a shady branch", but also, 
"their blood ties them to each other", which signifies two meanings: the overt one is 
that both of them are joined by blood, i. e. relatives to each other, but the hidden one 
is that the two people are in a historical conflict. 
One of the stylistic features in this stanza is the use of hnperatives. Sixteen verbs, 
such as ýLljl , J4J , 41 , . 31,11 ,, e#1-1 , LA , J"I ) indicate the 
strong anger and rejection of the poet, to the extent that he focuses on saying "do" 
rather than "do not do", which reflects how frustrated is the poet regarding the 
results of the peace process. Because the poet employs some historical and Qur5nic 
referees, such as "it was a yellow cow", "All5h metamorphoses what He wants! ', "they 
may have found the stick of Moses", "ask them about the meaning of Rabicah, ly5d, 
Niz5r and Mudar", "the progeny of cAdn5n" and "Ism5cil and Isb5q are the offspring of 
al-Khalil", he tends to deal with the Arab-Israeli conflict from a historical and 
Quednic point of view, which highlights the conflict adopted by pan-Arabist view 
that refuses Israel completely. The coincidence between the pan-Arabist and Islamist 
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perspectives on the Arab-Israeli conflict makes the two trends borrow from each 
other. Thereforeý it cannot be said that the poet in this poem adopts an Islamist view, 
even he employs some Qur5nic stories and teachings. 
The ironical stylistic features in this stanza vary. Apart from imperatives, there are 
some words and phrases, such as the confirmation that used the word (Zý)) five times, 
praising the addressee with the nominal sentence (6+-41 L4 t: JU) , doubt using the 
words (b-. W) three times, and ( Ijs-io), the doubtftd sentence and phrases, such as 
lfjjL-ý. 4 cjAS IC4IV--IQjSW CaU), and using plural pronouns for addressing the 
peacemaker, such as 4; W 
Stanza Iliree 
JL Uejl 
.., 
Ud kz. 
-i 
li 
. 541 -)ýdi UA uýI ., i - 
ýý C M. II-L4 
LIA 
ÜLUZ Lur, 
AjL 
Hands will clap.. the speech of the President was long.. 
Hands will clap ... dinner will be after the speech; a dish for every spectator 
and two dishes for absent people. 
Oh, Prince of the believers, make the dishes of your generosity full of dreams.. 
promises.. and spice them with an aspirin tablet. 
Scatter perfume around them, sing, dance for peace.. oh you who lied about peace.. 
Butý the perfume of Mansham"'. in the nostrils of the children of Arabism, is 
different in your nostrils.. it seduces the mosquito to stay.. 
cAbs and Dhuby5n" will forget it... 
you will remember that the meaning of the prize is milk sweeter than honey.. 
in the udder of that yellow cow.. which A your relatives are searching. 
After giving the peacemaker some sarcastic advice in the previous stanza, on how to 
achieve agreement with the Israelis, the poet states ironically some positive expected 
results, which are given to Arab leaders by superficial eulogisers, who are very likely 
to praise, "hands will clap", may say admiringly "the speech of the president was long" 
and have dinner after the speech. Although the audience have clapped and agreed to 
what has been discussed between the two parties, the poet states that those who are 
absent are more important than those present, "a dish for every spectator and two 
dishes for absent people", which suggests that such a leader takes the Arabs far away 
from their major national concerns. 
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After explaining the sarcastic reactions in the last two stanzas, the poet clarifies his 
view of the situation by stating that the acts of the peacemaker are not only forgeries 
and delusions, "oh, Prince of the believers, make the dishes of your generosity full of 
dreams, promises", but also asks him to add a painkiller to these dishes, in order to 
anaesthetise the Arab people and keep them away from their national issues, "and 
spice them with an aspirin tablet". Furthen-nore, the poet sarcastically asks the 
peacemaker to enhance aspects of the party with the Israelis, "scatter perfume around 
them, sing, dance for peace", and afterwards expresses his opinion about the 
peacemaker, "oh, you who lied about peace". 
When announcing his point of view, the poet states that the strategic choice for 
Arabs is to settle on resistance and complete rejection of their enemies, confirming 
that the Pan-Arabist Movement will take from the perfume of Mansharn what the 
peacemaker could not attain, even if the number of people killed, among both the 
Arabs and Jews, has increased sharply, "bu% the perfume of Mansham, in the nostrils 
of the children of Arabism, is different in your nostrils.. it seduces the mosquito to 
stay". As a resultý the big difference between the pan-Arabist attitude and the 
peacemaker makes the apparent shame, "the mosquitd', perpetrated by the 
peacemaker, last historically, "seduces the mosquito to stay'. 
Considering the background of the Arabic proverb, "Asham min 'Itr Manshanf, the 
poet employs the proverb to show the peacemaker the difference between the two 
attitudes towards the Arab-Israeli confiict, and that the pan-Arabists are no longer 
worried about losing people in battle for the sake of Arab independence. In this 
contextý when the poet refers to the longest conflict in pre-Islamic history between 
the two Arab tribes, 'Abs: and Dhuby5n, because of the horse race between Daws wa 
al-Ghabrd', he implies that even that conflict will be forgotten, since the Arab-Israeli 
conflict will be stronger and more violent, " cAbs and Dhuby5n will forget it". The 
poet sarcastically infon-ns the peacemaker that he will realise, at that time, that the 
prize competed for by the two horses of "Abs and Dhubydn in the pastý is now made 
by Jews, "the prize is milk sweeter than honey, in the udder of that yellow cow", in 
order to create conflict among the Arabs themselves, such as existed between 'Abs 
and Dhuby5n in the pre-Islamic era. 
People who adopt the Pan-Arabist Movement are proud of their tribal origins, "ask 
them about the meaning of Rabicah, ly5d, Niz5r and Mudae', and interpret situations 
225 
with an independent view, `butý the perfume of Mansham, in the nostrils of the 
children of Arabism, is different in your nostrils". Also, they are ready not only to 
enter an endless war for the sake of their rights, " ýAbs and Dhuby5n will forget it", 
but also to sacrifice their lives, "her murder is a martyr". However, people who 
underestimate Pan-Arabism, "they said its dignity is a mirage", and lead the Arab 
nation to the dark ages, 'be likes it if they are stiff in the dark ground, where 
emptiness plays with them, time shouts to them", are committing a serious disgrace, 
only seen by others, "oh, sir, there is a mosquito in your Excellency's nose", and 
stupidly lead themselves to destruction, "it drinks light and refuses to fly, the butterfly 
of the last chapter in love plays". 
People who are working against the issues of the Arab nation, by adopting a Jewish 
attitude, "say, it was a yellow cow", anaesthetise the nation, "spice them with an 
aspirin tablet", do not care for anything except minor issues, "takes care of the absent 
people and forgets those who are present" and pay attention only to them, "a dish for 
every spectator and two dishes for absent people", will be unmasked soon, "discover 
defiantly what has not been discovered yet". It will be revealed that they, "lied about 
peace! ', as a result of their coritradiction with themselves, "oh, two opposites 
sprinkling parts in the sea of culture". Consequently, they are going to repent of their 
shameful acts, "tighten the hand of the lover, weep deeply, kneel down, and mumble 
respectfully". 
6.6. Conclusion 
In this chapter, four affiliated poems have been investigated in terms of their 
intellectual attitudes, structural and stylistic features and level of anxiety regarding 
the present and the future of the trends. The four poems, which represent four 
intellectual trends, i. e. the lslamistý the modernist, the nationalist, and the pan- 
Arabist trends, are'Time for Struggle', "Oh Rustý I Sip You", "You are for me, and we 
and the Letter for the Homeland" and "There is a Mosquito in Your Excellency's 
Nose". 
The first poem has focused on the historical achievements and glories of the Islamic 
nation, which has lost its site and effectiveness, and the poees notion and feeling 
regarding the big gap between the distinguished historical achievements and the 
current depressed situation of the Islamic nation. The second poem has expressed 
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that while the poet claims that he is being attacked, as a modernist, by his opponents, 
in order to be less important and effective, he is interested in reassuring the 
modernist adherents, giving them confidence, and reflecting steadfastness in the face 
of challenges crossing their way. 
In the third poem, nationalist faithfulness, which sacrifices anything for the sake of 
the homeland, has been analysed in the light of the poet's view regarding the 
philosophical overlap between the poet, the lover, the homeland and the language. 
Pan-Arabist attitude, represented in the fourth poem, has been explained by focusing 
on the ironical perspective of Pan-Arabism towards peace with Israel in general, with 
a sarcastic reference to some Arab, Islamic and Jewish historical events. 
It is to be expected that not only will Saudi Arabia have contradictory trends, since it 
is a developing country, but also, that these trends, which are adopted by various 
groups of-people in Saudi societyý are in strong confiictý resulting in deep anxiety of 
each trend that its concerns will be underestimated or disregarded. 
It is obvious that the four poems, which are studied in this chapter and represent the 
four main trends, reflect how worried are people, who are fully engaged in the future 
expectations of these trends. While the proponents of the Islamist trend wish to have 
the Islamic past back and are keen on restoring Islamic aspects in modem life, they 
believe that their opponents are against Islam itself to some degree, although some of 
them have a broad vision of Islam. In addition, Islamist poetry is more articulate and 
direct in expressing the Islamist view towards life or dealing with the opponents. 
Although modernists, in general, raise their ideas and conceptions indirectly in 
poetry, and their conflict with their opponents is hidden, nevertheless, it is very 
strong, deep and comprehensive. They also are different from the proponents of the 
Islamist trend in their method of dealing with conflict, its clarity and directness. 
Because the country is in a state of intellectual, social and educational development, 
the proponents of nationalist poetry not only raise future concerns about the conflict 
in society, but also fluctuate between optimism and pessimism in terms of catching up 
with developed countries and having endless trouble. Therefore, the proponents of 
the nationalist trend ask all trends to pay strong attention to the homeland's future 
and the public benefit. 
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As for the pan-Arabist trend, its proponents are fully engaged in the matter of Arab 
identity and real independence, whether it be at the political level in the Arab world, 
such as the Palestinian question, or at the internal, level such as in relation to issues 
of education, awareness, and general development. 
While this chapter expresses the intellectual attitudes in Saudi poetry, the next 
chapter will discuss the poetry of Saudi women, who are in a state of conflict in terms 
of social, psychological and emotional aspects. 
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'Affiliation is to be committed to principles of a group of people, or a loyal to a specific attitude or 
perspective with a group of people. 
2 For more information, see: Chapter Two. 
3 Although it is obvious that classifying poets into trends is somewhat difficult and generalised, these 
poets, and many others in some degree, are fully engaged, not only in supporting the Islamist trend in 
their poetry, but also composing poetry adopting an Islamist view on each specific idea in their poems. 
For more information about the sub-phenomenon of the affiliation with Islamist poetry, see: the poetry 
of the following poets: al-Almai (1991: 7,11,15,29,33,45-63,77,79,85,88 -96), al-Dabil (1980: 15 -25, 35,39,42,46,52 -71,79,85 -112,118,12Z126 -146) and (1997: 7 -18,20 -26,32 -36,43 -49,58 -69,93 -96) Bahkall (1981: 13 -25,27,30,33 -42,84 -90,9Z 94 -102) and (1992: 22-31,37-44,46,48,50 -54,56 -64, 67,71,75,77 -93,95,97,102), ýa-ilbl (1986: 8,10,11,13 -15,89 -96,104) and (1991: 9-11,53 -57,97-101), 
al-cAshmHwi (1980: 9,17,22 -33,39,46 -69,77,79,83,87,91 -98), (1987: 9 -15,39 -41,67 -70,79 -82, 87 -93,130 -136,157 -162), (1991a: 4 -23,29,43 -57,59 -71,74,76,81 -111,119,123,127 -159), 
(1991 b: 6 -33,37,43,46,50,57 -9Z 95,98 -112), (1992: 9 -14,17 -24,67 -83,88 -109), (1993a: 3 -7,9 
-19- 22,26,30,34,39 -53,57,61 -87,99) and (1993b: 3 -10,14,22,25 -33) and al-Rushayd (1993: 27- 
39,45 -48,53 -56,105 -110,126 -139,145,149,151 -171) and (2000: 12 -14,22 -30,61 -67,69,75). In 
addition, there are many Islamist poets, as they call themselves, following the Islamist trend's standard 
in their poetry published in Saudi newspapers, such as Ijablib al-Mutayri, Kh5lid al-Ijulaybi, Mubmad 
al-IjulaybL Ijaft al-Dawsari and others. 
4 As mentioned above, it is very difficult to classify poets into trends, but the following poets are fully 
engaged in, not only adopting a modernist view, but also confronting the opponents, bearing in mind 
that modernist poems are obscure and symbiotic. For more information about the sub-phenomenon of 
the affiliation with modemist poetry, see: the poetry of the following poets: al-Ijumaydin (1987: 12 - 
17,28 -31,43 -48, ), (1991a: 31 -36) and (1994: 37 -42), cAri al-Dumayn! (1986: 6-15,81 -85), (1999a: 15 - 
18,50 -58,90 -97,100) and (1999b: 8 -17,29 -31,61 -65,83,88 -94), at-Zayd (1986a: 16 -22,32 -38,63,66 - 
74,76,79 -88), (1986b: 11 -14,19 -21,37 -40,42,45 -47), (1991: 27 -39) and (1992: 31 -35,37,39 -44,53 - 
59), al-Ijarbi (1984: 63 -67) and (1997: 11 -13,20 -2Z29 -32,62 -63,121 -140), at-Khashrami (1991: 47 - 
55) and alý'Utaybi (1986: 121 -123). In addition, there are many poets who adopt a modernist view in 
poetryý such as Mubammad al-DumaynL Atimad al-MuI15, Abmad KattWah and others. 
' For more information about the sub-phenomenon of the affiliation with pan-Arabist poetry, see: al- 
'Uthayrdn (1981: 16 -19,20 -24,39 -42,44 -54) and (1995: 55 -70) Usimah cAbd al-RaLbmdn (1983: 15 - 
20,2Z24,28 -33,35-42,47,93,139) and (1989: 37,43 -47,53,55,69 -79,95,99), al-Bukhitiin (1990: 27 - 
33,199 -207,209 -223,224,226,229 -245,250-257) and (1993: 19 -33,75 -86,105 -109), al. -Manýflr 
(1999a: 5 -13,25 -31,53,55,57 -67) and (1999b: 5 -18,35 -43,57 -69,77 -87) and al-cAJ15n 
(1991: 45,47,49,5Z55 -67). 
For details about these poets from all the four trends, see: JTizat al-Babuta and . yn 
(1995), and Sidi! 
al-Qasheami (2001). Poets, in these references, are in alphabetical order. 
7 For more information about the sub-phenomenon of the affiliation with the poetry of this trend, see: 
Muft,; ib (1989: 7 -9,11 -15,26 -30,37 -39,67 -75) and (1995: 8 -10,12 -22,78,79 -95), al. -Siililý (1997: 5 - 
9,10,11,18 -21,27 -33,35,37,39 -41,49 -55,68 -72), al-kiumayd (1980: 11-25,57,59,61,65-i5), (1987: 56 - 
59) and (1997: 80,82,83 -88,90,95,97,99), al-ýikhan (1988: 5 -10,54 -59,60 -64), ýa'dbl ( 1991: 9 - 
12,15,16,19,21 -31) and (1998: 3 -7,9 -15,17,19,20 -28,30 -41,46 -53), al-ýUsfts (1986: 55 -59,61 -63) 
and (1993: 7 -IZ13 -16,17,19,31 -34,59 -6Z67 -70) and al-ýubayyib (1996: 11,17,28 -46) and 
(2000: 131 -141,145,148 -155,176 -177). 
' The Battle of tQtfn happened in 1187 (583AH) near the village of ffigin in Palestine between 
Muslims and Chn&ns. The leader of the Muslim army was ýal5b a]-Din a]-Ayyilbi, who vanquished 
the Christian army. 
9 The nightjourney of the Messenger Mubarnmad (PBUH) is called Laylatal-IsrF wa al-Wrij, when 
Allah gave the Messenger a miracle to travel from al-Madinah to Jerusalem and then to the heavens. 
For more details, see: the Holy Que5n, Sdrat al-Isrd' (17), verse (1). 
Atflýj and al-JaIV are two cities in Palestine. 
Foý more information about this belief, see: al-BukhK M. (ed. A]-Bighk M. ). (1987: 1070). 
For more information about the conflict; see: Chapter Two in this study. 
For more information, see: the endnote above explaining pan-Ar-abist poetry. 
14 Rabieah, Iy5d, NizZir and Muqar were the four largest Arab tribes in the pre-Islamic time. 
" The poet in this verse and the three verses after it employs Queinic stories, which will be explained 
below. 
16 Dir Yisin is a village in Palestine., where Israelis comrnitted a massacre against the villagers in 1948. 
" Babr al-Baqar is an area in the Egyptian countryside (in the eastern province) whose primary school 
witnessed a massacre committed by Israeli air forces on 8 April 1970 (See: al-JumhMyyah newspaper 
9 April 1970). 
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"' The story of Jews and a cow in the Holy Qur'5n can be summed up as follows: when the Jews, in 
Moses' time, became confused how to know who Wed a Jewish man, Allah asked them, via the 
prophet Moses (PBUH), to slaughter a cow and hit the dead man with its body, but instead of doing so 
immediately, they asked Allah pedantically about the cow's identity, age, colour and so on. For more 
information, see: the Holy Qurdn, Sfarat al-Baqarah (2), verses (67 -71). 
19 For more information, see: the Holy Qu? 5n, Sdrat al-Baqarah (2), verses (64 -66). 
20 For more information, see: the Holy Qur,; in, Sflrat al-ShucarT (26 ), verse (63) and Siirat Tdhii (20) 
verses (77 -78). 
" IsmF1I (PBUH) is the father of the first half of the Arabs. See: al-Kho (1990,7). 
' Isaac (PBUH) is one of the descendants of Jacob (PBUH) the father of the Jews. See: al-Khilli 
(1990,7). 
' This is the Quriinic title of Abraham (PBUH), the father of both Arabs and Jews. See: al-KhWi 
(1990,2). 
" Mansharn is a name of a perfu me maker in Makkah before Islam. When pre-Islamic tribes went to 
war they used to take some perfume from her, and the number of people killed increased as a result. 
This pessimistic belief became an Arabic proverb, Ash am min 1[trMansham (more badly than the 
perfume of Mansham). For more information see: al-Bustiin (199ZI000). 
25 cAbs and Dhubyiin are two Arab tribes, who waged one of the long wars in pre-Islamic history, i. e. 
44 years of war. For more information, see: Dayf (1982,124). 
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Chapter Seven 
Saudi Women and the Inevitable Conflict 
7.1. Introduction 
This chapter investigates the phenomenon of Saudi women and the inevitable 
conflictý which includes three sub-phenomena: the Struggle of Persuasion, the 
Internal Conflict for Psychological Steadfastness and the Emotional Conflict for Love. 
It is expected in a society that is being developed not only socially and economically, 
but also educationally and intellectually, that conflict will occur in many aspects of 
life. Women in Saudi Arabia are very conservative and committed to Islamic 
teachings related to women, especially concerning modesty. When women in Saudi 
Arabia joined general education, they not only became developed in terms of their 
awareness and vision, but also some of them were involved in intellectual conflict 
between trends in the country. 
According to a comprehensive and deep examination of Saudi women's poetry during 
the selected period, it is apparent thatý in their poetry, Saudi women are in a state of 
conflict. This does not mean conflict caused by their affiliation to any of the clashing 
groups in the country. Nevertheless, women in Saudi Arabia are also in a state of 
conflict regarding their special needs as women in the society, such as conflict with 
the society to demonstrate their abilities and influence, conflict with the social 
conventions and customs, internal conflict towards the individual developmental 
process, and some other psychological and emotional conflicts. 
In other words, whereas men, in their poetry, seem to be influenced by explicit 
conflict when they adopt an attitude or trend, the poetry of Saudi women is almost 
controlled by a subconscious notion of confiictý which may refer to the characteristics 
of the country, desert life, as well as the cultural and historical backgrounds. In 
addition, being under the unconscious notion of conflict may be considered as an 
aggrieved reaction to the fact that women in Saudi Arabia have no voice in the 
literary milieu throughout the ages, except for the last few decades. 
The poetry of some Saudi women, such as Thurayy5 al-, Urayyid (b. 1948), Badicah 
Kashghari (b. 1953), Fawziyyah AW Kh5lid (b. 1956), Laffah Q56 (b. 1965), Ashj5n 
al-Hindi (b. 1968)2 , and otherS3 , has an apparent 
feature of conflict. 
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7.2. The Struggle of Persuasion: a Study of "Where is the Direction of 
the Trees? " by Thurayyd al-cUrayyi4 
7.2.1. An Overview of the Poem 
Because this poem is composed from the viewpoint of a famous pre-Islamic woman, 
an overview of the poem will be given by describing her story. In the region of al- 
Yam5mah, which is located in Najd, the middle region of the Arabian Peninsula, 
there was a very sharp-sighted woman called ZarqTal-Yam5mah, who could see at a 
distance equivalent to three days walking or travelling by camel. One day, while 
Zarqd' al-Yamgmah's people were preparing for a battle, they asked her to watch 
carefully in the direction from which their enemies were expected to come, and the 
time when they were expected to arrive. While ZarqT al-Yam5mah was focusing on 
the expected direction, she noticed a moving phantom, which might be people, trees 
or something else. 
At firstý she did not tell her people, but when she was sure, she announced to them 
that there were moving trees at a distance of three days' walk. Some of her people 
said that the flood may have uprooted the trees, but most of them did not believe her 
report and said ZarqT al-Yam5mah no longer had sharp sight. One day later, ZarqT 
al-Yamdmah told her people that there were men under these trees, and advised 
them to be seriously ready for the enemies' attack, but again they not only ignored 
her honest and sincere report, but also mocked her. 
Two days later, the enemies attacked ZarqT a]-Yam5mah's people, killing many of 
them, and took their camels and sheep. What had happened was that each of the 
enemies had uprooted up a tree, held it and walked with it, in order to avoid being 
discovered by Zarqd'al-YamdmaW. 
This poem is divided into five stanzas. In the first stanza, the poet describes her 
frustrated feelings to ZarqT al-Yam5mah that she is similar to her in being ignored 
by her people, despite the fact that she has done her duties towards them. While the 
second stanza explains the method of the poet's people in dealing with crises after 
ignoring her advice, the third stanza discusses theoretically the way of dealing with a 
crisis in the light of past experiences. When the people of the poet ignored her 
advice, she is interested, in the fourth stanza, in looking for a hero among them, or 
even from their past, while she expresses, in the fifth stanza, her hidden and 
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frustrated feelings towards her people's situation, and states, at the end of the poem, 
that she will never be silent, whatever the price will be. Although this poem is 
composed apparently in a view of ZarqT al-Yam5mah's story, some unexpected 
stylistic deviations can be found, as a result of the poet's adaptation to modemist- 
language use in poetry, which is considered as a main feature in modem Arabic 
poetry. Thus, this poem demonstrates how the poetý and women in general, is 
struggling with the society's traditions, conventions and attitude towards women. 
7.2.2. The Perspective of Interpretation 
It is obvious that when a]-, Urayyid employs this story in the poem, 
(Where is the Direction of the Trees? ), she aims to pass a message to others that she 
is not only struggling to persuade people of her avant-garde views, but also she has a 
unique ability to think strategically and expect future results, similar to the ability of 
ZarqR' al-Yam5mah to see from three days' distance. Taking into consideration the 
fact that Zarq5' al-Yamdmah was a woman, the poet seeks to clarify, to Saudi society, 
that Saudi women have abilities, which may surpass those of men, as in Zarq5' al- 
Yam5mah's case. Therefore, not only society should give women their rights and 
appreciate their abilities, but also Women themselves should work hard to claim their 
rights. In addition, considering the special case in Saudi Arabia regarding 
developmentý education and awareness, whereas the enemy in Zarq5' al-Yam5mah's 
time were enemy fighters, it is generally obvious that the enemy in this poem is the 
non-Islamiq general and social perspective on women, which results in ignorance of 
their contribution in the general development in the country. 
7.2.3. The Poem 
Stanza One 
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Here, in the mazes, where you have stopped, I have stopped to call.. 
The children of my mother are disunited and each valley scatters them, 
so, where is my homeland? 
In your name, I called.. may you forgive me? 
Letters of fire upon my forehead and your voice splits my chest.. 
and tears my throatý so allow me to call in your name.. set me free... 
I call, but your people do not wake up.. your heritage is a comprehensive and 
surrounding sorrow.. I do not control it, nor does it control me.. 
I call out in your name.. would that they heard me: "I see trees approaching us, 
dry stalks, which have been overstepped by rain's time. 
I see ourselves extending our hands, but firebrands of these trees swallow them. 
I see ourselves, while our eyes are extinguished, the darkness of sight has lost us 
Who buys my sight..? Who buys me? to take us away from danger". 
Enough oh woman.. enough oh woman.. you see what cannot be seen 
under the ground on the ground, and behind the distance of lowland and 
bareness of surnmitsL 
After the title, which raises a question directly relevant to the story of ZarqT al- 
Yam5mah, i. e. where is the direction of the trees?, the poet starts by addressing 
ZarqT al-Yam5mah, saying that she is not only in the same confusing circumstances 
as her, "here in the mazes, where you have stopped, I have stopped to call", but also 
doing the same task of calling people. The poet states that her circumstances are 
worse than those of ZarqT a]-Yan)5mah, because the people of ZarqT al-Yam5mah 
were generally in agreement on the enemy, his ability, time of coming and so on, 
while the poet's people are different, "the children of my mother are disunited", and 
they have a variety of directions and attitudes, "each valley scatters them", to the 
extent that a person may feel that he/she has more than one country, "where is my 
homeland? ". 
When the poet aims to describe her feelings and reveal anger, she asks ZarqT al- 
Yam5mah for permission, "may you forgive me? ", because she would like to speak in 
her name, "in your name, I called". Although the feelings of anger and being affected 
appear when the poet reincarnates the personality of ZarqT al-Yam5mah, while she 
was calling her people, since her words are burning "letters of fire upon my forehead" 
and her voice hurts the poet's chest and throat, "your voice splits my chest and tear 
my throat", she is very insistent on interacting with Zarqd' al-Yamgmah, "allow me to 
call in your nam&', in order to be free, "set me free". 
The poet asserts regretfully that people do not listen to her, just as they failed to do 
with ZarqT al-Yam5mah, I call, but your people do not wake up", despite the fact 
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that the current circumstances are more tough than they were in Zarqd' al- 
Yam5maWs time, "your heritage is a comprehensive and surrounding sorrow", 
because they are very difficult to manage, "I do not control it, nor does it control me". 
By using the optative mood followed by the past tense ýLj), the poet 
restores the argument between ZarqT al-Yam5mah / the poet and her people. In this 
context, the poet affirms that if Zarqd' al-Yam5mah saw the enemy advancing to her 
people under trees, the poet sees in her society not only an enemy, "I see trees 
approaching us", which is the ignorance of women in the society, but also, because 
women are the other half of the society, death comes with that enemy, "dry stalks", 
and life no longer returns to him, "which have been overstepped by rain's time". 
Although the women's community attempts to understand the current circumstances 
of Saudi society, "I see ourselves extending our hands", they suffer from the non- 
Islamic social perspective on women, "but firebrands of these trees sallow them". 
Thus, because the society deals with the women's community from only one point of 
view, "I see ourselves, while our eyes are extinguished", the society will lose many 
abilities of its members "the darkness of sight has lost us! '. Consequently, the poet is 
not only willing to sacrifice the most important value she has, which is her ability of 
seeing the future, compared to the physical sight of Zarqd' al-Yam5mah, "who buys 
my sight? ", but also to sacrifice her life, "who buys me? ", in order to save the society 
from the expected dangers, "to take us away from danger". 
When th .e poet clarifies her attitude to the society in relation to the expected dangers, 
and warnings to her peopleý she points out her people's response, starting with a 
repeated word reflecting the Saudi social perspective on women, "enough oh woman, 
enough oh woman". The reason for asking the poet to stop is because people in 
general do not believe her ideas, as a result of their negative vision of women. 
Therefore, the poet mentions people's ironical words to her, "you see what cannot be 
seen 1L. under the ground, on the ground, and behind the distance of lowland and 
bareness of summits", which reflect not only their rejection of her a&rice, but also 
their belief that women are not capable of making decisions in such crucial issues. 
This stanza contains some stylistic deviations, such as (qjlj J--S ik, &H), which shows 
not only how people are scattered, but also how they deserý in time of need, their 
responsibilities and burden others with them, since the valley, which has a strong 
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effect on them, is the part which does the scattering process. Other examples are 
(qj. uA tA Ij--q) , and 
(4" j, ýu. ) which indicate that the poet is suffering from a 
very painful and frustrated state, since these feelings affect the level of the voice, as 
well as breathing. 
The first section in this stanza, which conveys the poets feelings towards women's 
position in society, contains thirteen words of the first person pronoun (Y, 7 and TX 
&-Mutakalllm), such as (c. ý 6C": W 
because the poet is subconsciously engaged in persuading people about women's 
functions and abilities, calling on them not to underestimate women's rights, which 
demonstrates that the poet is struggling to improve women's position in society. 
Stanza Two 
Za. Ul L4 ý3 
LS 
I call as you called.. my regret about you.. they did not believe you, 
I am crying as a result. 
Your children open their ears to the wind, and do not hear weeping. 
Their thorns bud in wide riverbeds and bloom when irrigated with noise. 
I walk on firebrands, raise my body upon the distance and see... 
But, when I told them what I see, they stoned me. 
In this stanza, the poet confirms the strong identification between herself and Zarqd' 
al-Yam5mah in three different aspects, regarding awaking people to the expected 
dangers, people! s reactions towards the awaking process and her feeling of frustration 
at these reactions. 
The poet asks people to listen to her advice because it is decisive, "I call as you 
called". When the poet reveals her sympathy with ZarqR' al-Yamdmah because of her 
people's negative reaction, "my regret about you.. they did not believe you", she also 
reveals that she is sharing her disappointment, because the pmt! s people do not 
believe her either, so she is struggling to convince them, "so, I am crying as a result". 
The people of ZarqT al-Yam5mah are interested in useless tasks and paying attention 
to rumours, "your children open their ears to the wind", yet they close their eyes to 
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trustworthy advice, "and do not hear weeping", because they are in a state of anarchy 
and lack strategic planning, being "irrigated with noise". Thus, their shortcomings 
emerge and spread in all aspects of life "their thorns bud in wide riverbeds and bloom 
when irrigated with noise". However, the poet asserts that she is suffering, as ZarqT 
al-Yam5mah suffered, from the reactions to her ideas, I walk on firebrandsý'. 
Although the poet has an amazing ability to expect the future, "raise my body upon 
the distance and see... " she not only faces a negative response, as Zarqd'al-Yam5mah 
received, but also she is fought and confronted strongly, "but, when I told them what 
I see, they stoned me". 
Stanza Three 
Ij 
v 
4 joujj 
: UUA 
ý, 
i :U 
Every road has a sign, but where is the direction of the trees? 
Yellowness of death tints the trees'-leaves.. 
Where is the direction of safety? Where is the direction of homeland? 
Where are histories sold.. to buy a homeland.. and time? 
Who will ask us for the price when we bum our dreams? 
I visited the horizons of my people and their times, but I returned, trailing my old 
sorrow, whose rein slips away from me. 
The heart remembers you.. oh, ZarqT, who is fixed in a]-Yam5mah. 
The howling of the Gulf and its echo in Tih5mah excite you. 
After stating the points of harmony with ZarqT al-Yam5mah, the poet raises in this 
stanza such rethinking and quickly calls herself to account, in order to find a rational 
justification for her conceptions and attitudes. The poet affirms that because each 
action has a result, "each road has a sign", the society must realise its direction, "but 
where is the direction of the trees", and listen to its sincere members. 
When the poet states that the coming enemy, which is the expected result from 
neglecting women in the society, is conveying death, "yellowness of death tints the 
tree leaves", she raises some crucial questions regarding future security, "where is 
the direction of safety? where is the direction of homeland? ", the relationship with 
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the past, "where are histories sold to buy a homeland and time? " and with the 
present as well, "who will ask us for the price when we bum our dreams? ". 
The poet describes that when she thinks about her people who reject her advice, "I 
visited the horizons of my people and their times", she becomes worried and anxious, 
"but I returned, trailing my old sorrow", to the extent that she cannot control herself 
or her pessimism, "whose rein slips away from me". In this context, when the poet 
remembers Zarqd' al-Yam5mah, "the heart remembers you, oh Zarq5"', her case is 
more complicated than that of ZarqT al-Yam5mah, who was in a limited place, "who 
is fixed in al-Yam5mah", whereas the poet is worried about the future of all the 
regions of the homeland, from the east "the howling of the Gulf", to the west "and its 
echo in Tih5mah excite you". 
Stanza Four 
6- C-ZU -ol')j LL-4 'A 
U-; -J vi 
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i S 
V laZ 14AL Ill.. L+p14 
(: ).. j 
? L,, L OuXJ q : ijLs &4 
Ij L451 L+: 
ý. 
tul 
. 
(ý. 
Z:;, u L 
I looked, in the features of my people, for trustworthy leader, 
qualified enough to interpret their mazes.. past.. present.. future.. 
but, to no availJ 
and also, their trouble.. war.. peace.. but to no avail..! 
Which names can we remember before sleeping? 
All our history was longing for the forehead of a hero.. and an awaited leader to 
arrive, who appears when rain falls down, plants his face and trees in our land, 
pulls out his sword on horses and carries a dove on his forehead. 
So, why are eyes still waste? 
Who buys a dream for millions of people? 
Who will redeem them.. when their dream has become overpowered? 
When I ask a dove about its offspring, it replies: "would that I had not given birth! ". 
In this stanza, the poet not only investigates the hidden causes of her people's current 
situation regarding her requests and ambitions, "I looked, in the features of my 
people! ', but also she is interested in finding rational reasons ftom a qualified leader, 
"trustworthy leader", to investigate the expected future, which worries the poet, 
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"qualified enough to interpret their mazes, pastý present, future.. ", as well as the 
different situations, "and also, their trouble, war, peace", but sadly she finds nothing, 
'Iutý to no avail " 
Furthermore, after raising a question regretfully about the memories of the Arab 
nation's glories, "which names can we remember before sleeping? ", she claims that 
the history of the Arab nation had no hero, since "all our history was longing for the 
forehead of a hero". Pessimistically, she explains that the Arab nation is weary of 
dreams and wishes for "an awaited leader to arrive", who can lead the nation to 
development, "who appears when rain falls down, plants his face and trees in our 
land", and establishes for the Arab nation a balanced life, between nations, "pulls out 
his sword on horses and carries a dove on his forehead". 
After elucidating that Arab history had no "trustworthy leader", the poet raises some 
questions, maintaining that the Arab nation is not only awaiting for an unknown 
leader, "why are eyes still waste? ", but also the nation's dreams have disappeared and 
have been dominated by despair, "who buys a dream for millions of people? who will 
redeem them when their dream has become overpowered? ". In this context, the poet 
evokes a dove, which was a close companion to Zarq5' al-Yamdmah, as they shared 
the ability of seeing things from a long distance, in order to ask if it generated people 
who could see what cannot be seen, "when I ask a dove about its offspring". The dove 
informs the poet that it has lost them all, "it replies: "would that I had not given 
birth! ", since they melted away in society and became useless, so they were incapable 
of carrying out the developmental process. 
This stanza contains some stylistic deviations, which indicate the hidden and 
subconscious meanings, such as (a6A ; L#+: 6 Lý)), since the use of the words (Z-+p. ) and 
(JIaj) signifies the meaning of leadership and the fact that the Arab nation is in need 
of leaders at this time, and (, *-411 j A--Oj LL; sj V! ejýw_j) , because planting a 
face 
means that the awaited leader will imbue the nation with his features and abilities, 
and planting trees means giving these features and abilities the quality of production 
and generation such as trees have. 
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Stanza Five 
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Who tears the dream, oh dove? 
who enchains your voice in the chest under a muzzle and enchains me 
in the torment of this sorrow? 
I am, oh ZarqT, extending my eye's step.. and travelling seriously in its voice.. 
in order to look for a delight to wear. But I know, as ZarqT, that I do not expect it. 
The call dries in my throatý while there is no relief. 
A mass of people ask me to overlook, and silently join the queues of blind people.. 
or leave! 
Shall I turn off my eyes? Shall I turn off my eyes? 
So, you stay panting in the ribs and muzzled for ever? L 
After asking the dove about its offspring, and stating the answer that the dove is 
frustrated because of their uselessness, the poet attempts to interpret not only the 
reasons which have caused the dreams of ZarqT al-Yam5mah to disappear, "who 
tears the dream, oh dove? ", until she was stopped by her people, "who enchains your 
voice in the chest under a muzzle! ', but also the reasons why the dreams of the poet 
herself have disappeared, "enchains me in the torment of this sorrow? ". 
At the end of the poem, the poet asserts her affiliation to Zarqd' al-Yam5mah, "as 
ZarqT", and she helps herself in expecting the future, "extending my eye's steps". 
Although the poet is sure that no positive change wil-I come, as it did not for ZarqT 
al-Yam5mah, 'but I know, as ZarqTJ. that I do not expect it", she is still engaged in 
finding chances to work and help people, and refusing to yield to frustration, since 
she is "travelling seriously in its voice", with the purpose of finding chances, "in order 
to look for a delight to wear". When people ask Zarqd' al-Yam5mah and the poet to 
stop talking, and ignore their advice, "a mass of people ask me to overlook, and 
silently join the queues of blind people or leave", the poet rejects people's requests by 
raising rhetorical questions, "shall I turn off my eyes? shall I turn off my eyes? ". 
Despite the problems she will faceý "the call dries in my throat, while there is no 
relief', she maintains that she cannot ignore what she expects from the future, and, 
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therefore, she makes ZarqT al-Yam5mah a vital part of her task in society, "so, you 
stay panting in the ribs and muzzled for ever". 
This poem contains some stylistic features, which have some hidden meanings 
behind them. The words and phrases of sorrow and emotional and psychological 
pain spread and somewhat affect the poým, such as (4, juo ZjAA ýAj! &. ". L= 
v-15A , --. 
= 
-4"LA t%4ýj 
'A A. 
j 
C Ili ,4,4Aý'- v4I , 1A, 
L-414 UiL% , j. 44 c., 3,3& , ; U-4j), which indicate that the poet is suffering as a result of 
society, which generally ignores women's issues, will not listen to their advice or 
adopt their attitudes regarding the future. ' 
In this context, the poem contains many questions, starting from the title, such as 
C T.. P142 (ýW! & T&L 41/TLN., J C. Wi 4 "L11 Owl (ýWi 4 Tjj" i zu . 
Tpcr-Wli T&. LaZ 4-A44 c: ýA c TLIL2 11W TL41LL+, m CjA), which are confused questions 
reflecting the poet's concern, frustration and complaint of Arab women's situation. 
Furthermore, some other stylistic features expose further the poet's anxiety and 
attemptý to persuade society, such as the verbs in the vocative, whether they are in 
the same linguistic root or only meaning, such as ( 4-aU 4. p ý. -i , 4-iU cpUl CA9j 
. pU 
: dl US cs-aUi ), and sympathetic verbs, such as (VýL! 501 VL, 04. 
Although this poem describes the poet's concern for and sincerity towards society, 
despite their neglect of her advice their repeating, "enough oh woman, enough oh 
woman", and the fact that they are going to face what ZarqT al-Yam5malfs people 
faced, it reveals how strong is the confiictý which faces women who are struggling for 
recognition, not only in Saudi society, but in Arab societies in general. 
It is to be expected that a member of a society, who is not allowed to contribute to 
the development of the society, and told "enougW', will not only be influenced 
physically, "your voice splits my chest and tear my throat", cry "I am crying as a 
resule', and be concerned, "but I returned, trailing my old sorrow", but will also 
sacrifice hirn/herself for the sake of the homeland, "who buys my sight? who buys 
me? " in order to save it from hazard, "to take us away from danger". 
When a society lacks leaders, "longing for the forehead of a hero", to guide people in 
life's affairs, "pastý present, future.. trouble, war, peace.. ", the society will be on the 
way to destruction, "yellowness of death tints the trees' leaves", as well as have 
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trouble understanding, "their thorns bud in wide riverbeds and bloom when irrigated 
with noisd'. At that time, the people will look for security and peace in the past, 
"where is the direction of safety? where is the direction of homeland? where are 
histories sold to buy a homeland and time? " , hoping this will help them to 
find a 
solution for their problems. Despite the frustration, which faces sincere people in 
society, "the call dries in my throat, while there is no relieP', they are not only 
committed to their attitude towards the homeland, "travelling seriously in its voice", 
but also their morale is still strong in fighting difficulties, "so, you stay panting in the 
ribs. 
7.3. The Internal Conflict for Psychological Steadfastness: a Study of 
'7he Pearl of the Difficult Evening" by Laffah Qdfi 
7.3.1. An Overview of the Poem 
The poem, ys .4 t-l -. all Crhe Pearl of the Difficult Evening), composed by 
Laofah Q5r-i, conveys feelings of psychological chaRenge and steadfastness because of 
the social conflict in her homeland, "my worry, which has sleepy joints, is about the 
desirable homeland and my originality'. The poem can be divided into four stanzas. 
While the poet, in the first stanza, asserts that she will not yield to despair, she 
assumes, in the second stanza, that if she is controlled by despair, extinction will 
occur. In the third stanza, she asserts the value of the homeland and its development, 
and that she is engaged in her homeland's affairs rather than anything else. Finally, 
in the fourth stanza, the poet states that because the homeland "is stained with 
virility', she not only no longer enjoys life, but also feels useless and lost. 
Besides that the poem expresses an internal and psychological interaction with the 
conflict in the society, it includes some linguistic adventures, practised by modemist 
poets, which is considered as a main feature in modem Arabic poetry. Thus, this 
poem demonstrates how the poetý and women generally in Saudi smiety, not only 
responds to the conflict in the society, but also takes on board attitudes and sacrifices 
for the achievements of the societys developmental outcomes. 
7.3.2. The Perspective of Interpretation 
As mentioned above, this poem expresses feelings of psychological challenge owing to 
the social conflict in Saudi Arabia, "my worry, which has sleepy joints, is about the 
desirable homeland and my originality". From the beginning of the poem, it is 
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obvious that the poet is in a state of challenge with difficulties regarding the social 
development of the homeland, to the extent that she is not only going to "smash 
doors", but also will exert great efforts, "I crucify.. engrave.. spit my weakness", in 
order to avoid despair. Therefore, she believes that it is unacceptable to be occupied 
with lovers, the poor and martyrs, despite the importance of their affairs, "restore.. to 
a seed of wheat.. poor people.. martyrs", when the homeland, i. e. all types of people, 
is suffering from social difficulties. This poem reflects the extent of the challenge and 
internal conflict facing the poetý who is struggling between yielding, frustration and 
steadfastness in dealing with the homeland's circumstances. 
Thus, "the difficult evening", in the title, may reveal the current circumstances in the 
homeland, which causes the internal conflict of the poet, while "the pearl" is the 
optimistic state of the poet, which gives her the power to continue and struggle to 
achieve the desired outcomes. In other words, it is the positive side of the 
psychological conflict in this poem. 
7.3.3. The Poem 
Stanza One 
La 
J. 
Li 
OLZ ý41J & L)-! al , --a : -ý 'ji L-. ý3 kali Lý. 1,3 
I break doors, in order for the eye of despair not to return, to break me.. 
and for a storm not to invade the bolts of the finn wall. 
I crucify my body on it, engrave my shroud on it and spit my weakness on it,.. 
but.. on condition not to be broken by the eye of despair.. 
and not to be invaded by the autumnal tide. 
Indeed, I live as the trunks of cypress live.. and die as they die.. 
Doubt can only influence a cave, which has not been frequented by an idol.. 
or a homeland.. 
And also, for which weddings, bells and breath, like rose water, have not regretfully 
kneeled down on its fragments, 
and have not sung for the festival of the sun. 
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The poet, in the beginning of the poem, affirms strongly, by doubling the letter al-Sin 
(-) in the word (, %. ý! ) that no blocks can hinder her from achieving her aims 
(y1iffi The use of the conjunction (j) in the beginning of the poem suggests 
that some processes, that have happened, or will happen, to the poet internally and 
externally, psychologically pave the way for her"break doors". All these unmentioned 
actions, including breaking doors, are in order not only to avoid frustration, which 
may destroy her ambitions, "in order for the eye of despair not to return, to break me", 
but also in order that she should not be ignored or destroyed by opposing trends, 
"and for a storm not to invade the bolts of the firm wall". 
This stanza conveys three parts of dialogue to establish the poet's steadfastness, 
which are the repeated rejection of despair, likening herself to cypresses, and proving 
that doubt cannot influence her confidence. In the first one, the poet asserts again 
her challenge and steadfastness, since she is willing to sacrifice her life, "I crucify my 
body on itý engrave my shroud on ie', and to get rid of states of weakness, "spit my 
weakness on it", in order not to be defeated, "not to be broken by the eye of despair", 
by destructive trends, "and not to be invaded by the autumnal tiW'. 
After affin-ning repeatedly her challenge and steadfastness in confronting 
circumstances, the poet, in a second part of the dialogue, likens herself to the 
cypresses, which do not lose their leaves in winter, "indeed, I live as the trunks of 
cypresses live", and do not fall down even when they die, "and die as they di&'. 
In the last part of the dialogue, the poet states that doubt can only overcome the 
person, "influence a cave", who has no sacred aim, "has not been frequented by an 
idol", or a mother land "or a homeland" for which to sacrifice herself. Further, doubt 
can defeat the person, who does not experience difficulties in life, "have not 
regretfully kneeled down on its fragments", nor times of joy "and have not sung for 
the festival of the sun". 
When the poet likens herself to cypresses, saying, "indeed, I live as the trunks of 
cypress live, and die as they die", she states that she is not only like cypresses in terms 
of keeping their leaves in winter, which means the poet keeps her qualities and 
character at any time, but also she is similar to cypresses in terms of all other 
dimensions of life. For instance, cypresses are high and deep-rooted, and the poet has 
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great (high) ambitions and is very loyal and faithful to her commitment, and despair 
cannot influence her steadfastness. 
Stanza Two - 
,Ja, 2 UAJý-j IA. )UjJ L; jl ý- ýtý Lil 
flwl j! PISP 
When doubt influences my body, an end will break out.. 
The olive groves will turn into a jungle, where my piety 
sleeps on the top of their trees.. 
Bunches of bitterness make the pain of firm classes drunk. 
So, the doors of crying, singing or extinction are opened. 
After maintaining in the previous stanza that she will never be in a state of despair, 
nor can doubt influence her steadfastness, the poet assumes that if doubt influenced 
her, " but, when doubt influences my body", not only might it be the beginning of the 
end, "an end will break out", the shapes of things may change, "the olive groves will 
turn into a jungle", and evil may spread out, "bunches of bitterness make the pain", 
even in good places, "firm classes", . but also extinction definitely will occur, "the doors 
of extinction are opened". At that time, adherents will be disappointed, "the doors of 
crying", but enemies will celebrate "the doors of singing". 
Stanza Three 
a=J , tilrý 
orjd 4 Ila 
LID 6NIJ 
It is in vain, if I restore the flavour to the theatre of things.. 
restore the festival of hunger to a seed of wheat.. 
to the poor people the taste of despair.. to martyrs some sand.. 
to pure love the virginity of vision.. 
It is in vain, if I dispute the boundaries of illusion and history. 
My worry, which has sleepy joints, is about the desirable homeland 
and my originality. 
The confusion of my joints at the time of bitter embracing 
and brightness, which embroidered the letters of the vain dictionary. 
245 
his stanza reveals how the poet is controlled by her psychological and internal 
: )nfiict, as a result of her engagement in some vital issues of her homeland, to the 
xtent that she underestimates some social issues. The poet believes that this is not 
-ie time to perforrn restoration of people's natural lives, "it is in vain, if I restore the 
avour to the theatre of things", their celebrations "restore the festival of hunger to a 
2ed of wheat", or remind people of their natural states, "restore.. to the poor people 
ie taste of despair.. to martyrs some sand.. to pure love the virginity of vision". 
I urther, it is not the time to be occupied in people's affairs, "it is in vain, if I dispute", 
4eir future "the boundaries of illusion", or even their past, "and histor)e'. 
[i the poet's perspective, time has not come for all these questions to be asked, 
ecause she is fully engaged in the biggest questions, "the desirable homeland", and 
:s people in a high level "and my originality', and is in a state of psychological 
onflict for their sakeý "my worry, which has sleepy joints". Consequently, some 
ituations of the poet may be influenced negatively, "the confusion of my joints at the 
ýme of bitter embracing". Some of the stylistic deviations show the psychological 
ý>--I 
(L-j)-ýI SiUj ), (- --, II U11) and tate of the poet, such as (A: 4-U P1+41 r -, 
Ii 
ýL-AaUA 
c-- which suggests that despite everything, the homeland will keep its 
trength and never fall down, since it only has its joints sleepy. 
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)h, a pearl of the difficult evening and suspicious waking. 
r is in vain embracing a friend. 
L is lost effort looking for a door, which leads to the hall of the tender darkness 
,r the silence of the road. 
L is obscure, the colour of the poem, when my desire to love has abandoned me. 
: easons are no longer in my blood. 
lie space of fire, words no longer arrest me. 
a the ribs of the homeland, which is stained with virility, 
he concerns of women and the grief of trees, the cold of difficult evening and 
uspicious waking are moving. 
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The poet expresses in detail, in this stanza, what she has said in the previous one. 
She states that her concern is that the homeland is dominated only by men, "which is 
stained with virility', and not only women are undervalued, "the concerns of women", 
but also the society as a whole, "the grief of trees". 
For this reason, the poet advises herself, using "oh, a pearl" to excite her optimistic 
state, while she is in such situation, "the difficult evening and suspicious waking", to 
ignore all her personal needs, such as her friends, "it is in vain embracing a friend", 
seeking an ineffective exit to the problems, "it is lost effort looking for a door, which 
leads to the hall of the tender darkness! ', and expressing feelings only of self-relief, "it 
is obscure the colour of the poem". In this context, the poet uses negative sentences, 
which expose how steadfast and well committed is the poet. Thus, she pays no 
attention to small changes in the society, (,, -j u-m-a+ pljý-ýl krJ11Zt. 4) or to her 
hobbies -31o1A) any moreý while the homeland is fully infected, "in the ribs" by 
the current situation, "the cold of difficult evening and suspicious waking". 
In this poem, two stylistic features show how the poet is subconsciously concerned 
about confin-ning her attitude. The first feature is the use of the phrases and 
sentences of rejection, whether it is by using the negative linguistic devices, such as 
(Ca. 110LA ; t: L2, 
Ij 
- CA4" 
Yj 
& 
Jaj Yj c CýJYj 4 &JUJLA c Y 1) , or by using 
negative statements, such as ( LL4 ýW Vlaq ý5" , ViUr- lp eýýjd t4c- , -4oi Up 
The second one is the use of tense, since she uses the present tense to express the 
continuity of her actions, such as (- ýIýX , L-ýý) , Jail , LAý) , L. 41ý1 , -ý, 
Zl 
-L-ýol , 
Jp%L-Az 
, MpjU ), while she uses the nominal sentence to show her steadfast 
decision, such as (S4, ýal a ýW , 'a 4, UL,: a , ViLk. 4P -, Mq 
It is expected that a person who is willing to sacrifice for his/her homeland, "my 
worry, which has sleepy joints, is about the desirable homeland and my originality', 
will believe that it is useless to be interested in any detailed issues, whether it is 
relating to people's past or future, "it is in vain, if I dispute the boundaries of illusion 
and histonV', or the quality of their lives, "it is in vain, if I restore the flavour to the 
theatre of things! '. 
Furthermore, it is wasting time to live normally, "it is in vain embracing a friend. it is 
lost effort looking for a door, which leads to the hall of the tender darkness", while 
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the homeland is suffering from social and intellectual difficulties, "the homeland, 
which is stained with virility, the concerns of women". Although the person who 
faces such difficulties, is expected to be committed and firm, "indeed, I live as the 
trunks of cypress live, and die as they die", he, /she may face psychological difficulty 
and conflict, as a result of the process of self-protection from loss, "not to be invaded 
by the autumnal tide" and " in order for the eye of despair not to return, to break me", 
and from doubt "Doubt can only influence a cave". Consequently, that person may 
commit odd actions, I break doors", I crucify my body ", "engrave my shroud" and 
"spit my weakness", in order to ensure the effectiveness of his/her principles. 
7.4. The Emotional Conflict for Love: a Study of "Me War of Crescents" 
by Ashj5n al-Hindi 
7.4.1. An Overview of the Poem 
The poem, "VI yj_ý. % CThe War of Crescents), by Ashj5n al-Hindi, describes a love 
relationship between a couple who face a strong confrontation with some people in 
their community. The poem can be divided into five stanzas. While the first stanza 
portrays the spiritual side of the-love relationship, the second one exposes some 
hidden reasons behind the love relationship by raising questions. In the third stanza, 
the poet asks her lover to be committed to take a difficult decision, i. e. to confront 
their opponents, whereas she returns to herself, in the fourth stanza, through an 
internal dialogue investigating the couple! s attitude towards similar conflicts. In the 
last stanza, the poet gives some reasons for her decision that she will continue 
enjoying her life with her lover and fight their opponents. 
Although this poem is expected to have a level of clarity, since it expresses love 
emotions, it has some abnormal stylistic deviations, which may be as a result of the 
poees modernist background. Thus, this poem shows how the poetý and women 
generally in their emotional relationships, not only feels involving in conflict and 
inserts others in it, but also creates conflict, while she can be away from the conflices 
disappointing consequences. 
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7.4.2. The Perspective of Interpretation 
From the title of the poem, it is evident that the poem is not only describing a love 
relationship, "love was more pleasurable", and its difficulties with the lover, "let 
patience in order for us to be like a moon", but also describing the couple's 
relationship with people from a conflict point of view. The poet asks her lover not 
only to express the reality to people, "take the injury from its sheath, be on"its edge", 
but also to confront them strongly, "fight with your proof doubtful, unknown and 
known people.. muzzle the ribs of doubtful people", since I and you were not treated 
fairly". Because the confrontation with them is unavoidable, "we come back to the 
path of crescents - whether you want it or not -", the poet has decided that she must 
dispose of them, "when their sins dance around you, I will kill them, one star after the 
other". 
7.4.3. The Poem 
Stanza One 
Lil. 3A 
: )-. -j , 3t-- 
OL-JI A_ý. 
ý LL 
L);. jvl (: p LIt! ýi .. Lit; 
Liu eL cpý 
His love is a waning of the moon. My love is a full moon. 
What the sky has selected for its moons will be completed, 
we wil-I eclipse if they make us close to the mud.. 
we wflI be damaged.. we will expose the defect of the earth.. 
we will get along with the taste of the fault.. we will swear that: 
love was more pleasurable.. and when steps become difficult for me 
I will make him carry the half face of sand.. 
go with him to be arrested by guilt.. doubt together.. 
flow on each other like a tired shining. 
In the beginning of the poem, the poet asserts that she is the axis and the source of 
her love relationship with her lover, "his; love is a waning of the moon. My love is a 
full moon". The couple are sure that their lives are full of spiritual happiness "what 
the sky has selected for its moons will be completed". However, when jealous people 
drive the couple to be confined to material life in their relationship, "if they make us 
close to the mud", they will fail to achieve happiness, "we will eclipse.. we will be 
249 
damaged", deal with the world materially and ignore the spiritual side of life, "we will 
get along with the taste of the fault" although they may remember the enjoyable past 
of their lives when they are asked, "we will swear that: love was more pleasurable". 
In such difficulties, "when steps become difficult for me", the poet maintains that she 
will carry on with her lover, "go with him", sharing the tasks with him, "I will make 
him carry the half face of sand". At that time, whatever the couple may do in such 
turbulent circumstances "to be arrested by guilt", they will live a happy life, "flow on 
each other like a tired shining". 
The rhythmical parallelism in this stanza, which is achieved not only by the 
systematic syllables, but also by their rhymes with the letter, al-Fjal-Mapfmfi-mah, 
such as ( 'L 1 1- , JSU , LI= , L= , L"11 ), reflects the poet's enthusiasm in taking 
successive actions to avoid negative results from what has been committed by people 
who "make us close to the mud". 
Stanza Two 
.. Jul C 
L. J. O_L '. "j 
31ýý 
_Wl D' L_4S 
T -)Jl A 
VS 
Lýj juz 
L. 
'3ý - 
aLJ 
eU UA 
.- 
I ask him about the nectar of the question, 
about the thought.. how the secret inflames it? How the firebrands turn it over? 
How wishful people deal with itý and it will be heaped up in their cup nicely. 
I ask him, whose fault it is when we are led burningly to the firebrand of injustice? 
While in the peace of the river, who made fault, who tortured, 
Who flamed, and who leaves the night between tents 
and covers fear with the greatness of hills. 
After expressing her resistance in the previous stanza, asserting that the lovers will 
remain happy together, "a tired shining", despite the difficulties, the poet poses some 
questions to her lover in order to understand the world's love and the lovers' 
relationships with each other and with people outside the relationship. The crucial 
question for her, "I ask him about the nectar of the question", is about the mental 
occupancy or thinking because of love "about the thought", how it is influenced by 
the thinking process, "how the secret inflames it? " and external factors, "how the 
firebrands turn it over? ", and how people experience that thought, "how wishful 
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people deal with it" and their lives will be changed interestingly as a result, "it will be 
heaped up in their cup nicel. V'. 
The second question in the poet's mind is about people's response towards them as a 
couple. She investigates the reasons why they involve themselves in people's 
problems, "whose fault it is when we are led burningly to the firebrand of injustice? ", 
whereas some people not only commit big mistakes, "while in the peace of the river 
who made fault", engage in a suspicious relationship, "leaves the night between tents" 
and go far in such relationship, "covers fear with the greatness of hills", but also "who 
tortured" and "who flamed". 
It is obvious from her questions that she has strong feelings against the curious 
engagement of other people in their own life as a couple, because of the successive 
rhetorical questions, such as ( ALLA ) twice and (j--4S) three times, supported by her 
confinnation that she is not alone in engaging in a love relationship, through using 
the relative pronoun ( &A ) four times. 
Stanza Three 
vs -)--3) tGi 
jý cjjl ., 
i dýj-)-- Z-. - 
zilý fu cý. Uli 
Indeed, the face of love has shone in order to be like a moon.. 
Pour your veins in the soul, or let patience in order for us to be like a moon. 
We come back to the path of crescents - whether you want it or not 
Take the injury from its sheath, be on its edge.. 
Fight with your proof doubtful, unknown and known people. 
Muzzle the ribs of doubtful peopleý lift the siege fi-om clouds.. 
If you degrade me because of the sin, I will not be surprised, 
nor moan, or go except to the water of galaxies.. 
I will not drink from your lake. 
Because the poetý in this stanza, aims to dispose of the state of questioning, which 
dominates her in the previous stanza, and in order to prepare herself psychologically 
for the journey of confrontation, she starts this stanza with two emphatic particles, 
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( Vi ) and ( ý) ), expressing optimism for their future relationship as a couple, which 
shines, "indeed, the face of love has shond', in the same way as the moon "in order to 
be like a moon". 
First of all, the poet asks her lover to become bright spiritually, "pour your veins in 
the soul", in order to be ready for confrontation, "let patience", which will make their 
relationship stronger and more giving. Because the confrontation with people, "come 
back to the path of crescents" is unavoidable "whether you want it or not", the poet 
uses imperatives, asking her lover to take action against the opponents. 
The poet asks her ]over to expose to people how chaste is their relationship, "take the 
injury from its sheath" and fight for itý 'be on its edge". In terms of the actions, she 
asks him to start arguing with the main group, "fight with your proof doubtful", and, 
also, all other groups and classes, "unknown and known people', in order not only to 
make them soundless, "muzzle the ribs of doubtful people", but also to remove their 
claims and doubt, "lift the siege from clouds". 
What embarrasses her lover is when she has decided that if her lover leaves her 
alone as if she had made a mistaký "if you degrade me because of the sin", she will 
solve the problem, "I will not be surprised", nor be offended, "nor moan". Further, she 
will leave him forever, I will not drink from your lake" and go with someone else, 
'twill not go except to the water of galaxies". 
It is clear that this stanza reflects the conflict between the couple (the poet and her 
lover) and jealous people at its peak, since the poet pays much attention to escalating 
the conflict between them, driving her lover by using seven successive imperatives 
(Zai c ýZ & tfi , : X-1 , ýji: l , tij , and the negative particle ( c. 4 ), to attitude 
of rejection &-1 , 1+AY1 ý, d , ti-d c: A , Lar-i cýJ ). It is interesting to note that the 
poet in this stanza starts to use various of the second person pronoun (a]-Mukbj: tab), 
such as , ', A i, ý-Z , tjti , ý-Ai , 4: &" , 4jc- ), rather than the third person 
pronoun (al-GbFib), such as (A-LIL. -I , aLli , AJAa-1 , M-0) , which is used in the 
first and 
second stanzas, since she needs to draw her lover's attention to be ready for the 
confrontation. 
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Stanza Four 
Aul. 
ZýU 
-A L-j 34 eýý) A;?, L-i ý-ý 
. ýýl &. outýi . 1i uj , ý. A ., 
i auý?,... . 1; L. 4 5 isz, ýj 
>a. -P-3 ýý-. 
ýLz , Lýý j jJ 
Indeed, the face of love disappears.. 
About what my heart whispers to me, while people in the darkness, 
that the question will damage me.. ? 
and I and you were not treated fairly, did not treat fairly.. 
were not satisfied with what the full moon of tents has given to us, what we have 
drunk from its drought.. 
did not welcome what we have poured in its heart 
and what we re-offended from its sin.. 
I ask myself, about what the full moon whispered to me, that you still love it? 
My completion will not be concealed. 
Its full appearance will be between your hands, 
and the magic of its persistence is when you experience it. 
After driving her lover to the conflict with jealous people in the previous stanza, the 
poet addresses her lover, lest their relationship be affected negatively as a result of 
the conflict, "indeed, the face of love disappears". The poet raises many questions why 
she talks to herself too much, "about what my heart whispers to me", regarding some 
issues, such as their relationship with people, "me and you were not treated fairly, did 
not treat fairly', despite the pain of the question, "the question will damage meý', their 
relationship with their pastý "what the full moon of tents has given to us", despite its 
toughness, "what we have drunk from its droughf', and their ignorance of their past 
achievements "what we have poured in its heare' or difficulties, "what we re-offended 
from its sin". 
Further, the poet asks herself about her relationship with her lover, whether the 
relationship will become stronger and even warmer, "I ask myself, about what the full 
moon whispered to me, that you still love it? ". If so, the poet asserts that her charm 
will be even more beautiful, "my completion will not be concealed", especially in her 
lover's eyes, "its full appearance will be between your hands" and when he interacts 
with her charm: "the magic of its persistence is when you experience if'. 
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Stanza Five 
i 9ý)! l AýW , AAiIL-! JI lnxjal 
U1.3-P ýqj; aý L; Lý4 j pw, w1l" 
a 
J= 
,xI . 1i . ýIu al II 'o-le, " ai 
LLU 
&. &. , Ali _3j Z. -I-I &. I AU 
.. Zýý ý/Ij ýLj 
I A-191 AU 
ýL. 
LIS &. j 
U 3s 
.. Cowl 
Laýj 
C. C. (L- jt-laoj 
A4-14 L4ý 
OIU6ý 
Because you are from it, you will go back to it.. 
because I am from injustice, drought, cloud, war, peace, clearness and dream.. 
because I am the crookedness of the fault, the apple of lying and the basil of sin; 
if injustice has harmed me, I will not generate but an embryo of sin, 
which will invade your nice season, tighten sins to your wrists 
and share with you the grassy flame.. 
because from my charm Allah created me.. 
from your soul's love to love, Allah created me, from your back's starvation for 
sin Allah created me.. 
because I am from you.. 
I will come to you from all which Allah created me, from what I have not expressed 
yet, said yetý and gained yet.. 
I will come to you from my mist.. non-existence.. pain.. repentance.. arm.. and foot.. 
I will select from my rashness what I wantý 
seduce you until the evening moans, and the water shakes.. 
I will sing seduction to you to become delightful. 
When their sins dance around you, I will kill them, one star after the other. 
In the context of her requests of her lover in the third stanza, her escalation to the 
confrontation with the other, "take the injury.. fight.. muzzle the ribs", her sacrifice 
for her lover in the fourth stanza, "its full appearance will be between your hands", 
the poetý as a response, expresses in this stanza some reasons that make her decide 
that she will not only sacrifice for her lover, "I will come to you.. seduce you.. I will 
sing seduction to you", but will also take on the task of conflict to destroy the others, 
I will kill them, one star after the otheV'. 
The reasons that are given by the poet can be summed up as follows: her lover was 
created from love, "because you are from it", and he cannot dispose of it, "you will go 
back to it". Her character is created from all life's circumstances and changes, 
"injustice, drought, cloud, war, peace, clearness and dream". She is a female, who is 
deemed by society to be the source of error, "because I am the crookedness of the 
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faultý the apple of lying and the basil of sin", despite her vital task in life, "invade your 
nice season .. share with you the grassy flame". Moreover, she was created from her 
charm, "because from my chann Allah created me", from her lover's relationship with 
love, "from your soul's love to love", and her total oneness with her lover, "because I 
am from you". For all these reasons, the poet has decided to come to her lover to give 
him her love and life, as well as to protect their love and relationship- 
The poet has decided that she will sacrifice everything in her life for her lover, I will 
come to you from all which Allah created me", even that which has not been in her 
mind, "from what I have not expressed yetý said yet " or which she does not own, 
"gained yet". Furthermore, her sacrifice is not restricted to one case, but she will 
sacrifice for him in all life's changes, I will come to you from my mist, non-existence, 
pain, repentance", and with all the devices she has, "arm and foot". Considering all 
the types of sacrifice she offers, the poet asserts that she will sel ect the best for her 
lover, "I will select from my rashness what I wane', not only for the sake of her lover's 
happiness, "seduce you until the evening moans.. sing seduction to you to become 
delightful", but also to take their relationship away from the danger of opponent 
party "when their sins dance around you, I will kill them, one star after the other". 
It is interesting to note that this poem not only has 83 verbs (54 present tense, 21 
past tense and eight imperatives), but also some of these verbs' subjects and objects 
have been deleted, such as (14-01 , ti4r. 1 , LAli , I-Ar. &4 ,, 14-31 ýJ , ZaUj-ý , LIW ), which 
reflects how the poet is engaged only in various and successive actions rather than 
the details of these actions, to the extent that once she says a verb, she moves to 
mention another one, which may indicate the extent of her anxiety regarding the 
poem's main matter, i. e. the conflict. 
One of the important stylistic features in the poem is the appearance of phrases 
evoking conflict. The poem contains eight interrogative phrases, such as ,110) 
(k1AJ five times and (ý+i , ILLJ), six conditional phrases, such as 4L-45 UN-A cý)) 
(Lý,. )& , vrL" sixteen emphasising phrases, such as (A) five times, ( V-ýý five times, 
ej) Ii ) twice and ( JL--j &I 4LIj (.,; )j , 4ýWSI jj , JI I and finally fourteen 
negation devices, such as eight times and ( cJ ) six times. These types of phrases 
expose how the poet is subconsciously preoccupied in a problem solving process, 
which requires data collection, interrogative phrases, negotiation, conditional and 
255 
emphasising phrases. However, because negotiation has failed, the poet uses fourteen 
negation devices followed by a decision of confrontation at the end of the poem, "I 
will kill them, one star after the other". 
Although there is a main rhyme in this poem, which is the letter, at-BFfollowed by 
aI-Alfl L-ý ), such as 4%js ý, J4 , 4, LzAll , tý. AL , Lýoi ), there are some other sub- 
rhymes such as ( ý, ýI : ý-Jl J141 , jlýýI ) in the second stanza, ( p-%Aý- , 
1, ýA! , Iji-i 
in the third stanza, 
4.6% AAA , k) A-a L. 
"j 
t L-= in the fourth stanza and (ýLi 41 
%! 
A 
in the fifth stanza. 
This variety of sub-rhymes in such a short poem, as well as the succession of them, 
signifies that the poet moves rapidly from one state to another, and when she intends 
to maintain a specific state in the poem, she unconsciously changes the sub-rhymes in 
a successive way, which can be connected with the succession of verbs and actions 
mentioned above. Since the main rhyme conveys, in most of its words, the meaning 
of questioning, such as ( L-. A+3i Cj_4 , tiýa-- &A , 1. ý; Yl &A ) and the meaning of rejection, 
such as ( L++jl &-J ,a, tij-'! LJ , 44i j, Lj-dl L4 , Lý+rl a), it. shows how the 
state of conflict dominates the poet's psychology. 
It is expected that a lover will seek a state of union with her loved one, "pour your 
veins in the soul", since love's value appears clearly when appreciated, "its full 
appearance will be between your hands, and the magic of its persistence is when you 
experience it". When jealous people seek to contaminate the spirituality of love, "what 
the sky has selected for its moons", and keep it material, "make us close to the mud", 
it will disappear, "we will be damaged". At that time, the society may change its view 
of the love relationship and judge the woman as a perpetrator of sins, "the 
crookedness of the fault", and as a source of sins, "the apple of lying and the basil of 
sin". 
Although the couple will be worried, since that specific treatment, "flow on each 
other like a tired shining" and may have confusing states, "how the firebrands turn it 
over? ", "share with you the grassy flame", they will confront anyone who attempts to 
break their relationship. This confrontation will engage not only the man, "take the 
injury from its sheath. - 
fight.. muzzle", but also the woman, who promises to make 
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her lover happy, "I will sing seduction to you to become delightful", while she is 
confronting jealous people, "I will kill them, one star after the other". At that time, the 
man will express to his lover that he will never accept anyone except her, "you still 
love it? ", and the couple will recognise that love is more delightful with conflict, "love 
was more pleasurable", and opens beautiful horizons for their future "indeed, the face 
of love has shon&'. 
7.5. Conclusion 
This chapter has discussed three types of conflict experienced by Saudi poetesses, 
which are the conflict with the society, the psychological conflict and the emotional 
conflict, by studying three poems; 'Where is the Direction of the Trees? ", "Me Pearl 
of the Difficult Evening" and "The War of Crescents". 
In the first poem, the conflict is about the women's position in Saudi society, which 
has to respect'the women's position, and aid them to have their rights in full. The 
poet, by employing Zarq5' al-Yam5mah's story, confronts the retrogressive and non- 
Islamic behaviour in the society against women, not only regarding their position, 
rights and freedom, but also having a full equality to med. 
The conflict in the second poem is an internal and psychological conflict, because of 
the poet's strong interaction with the social and intellectual conflict in Saudi society, 
to the extent that the poet is struggling between yielding, fi-ustration and 
steadfastness in dealing with the homeland's circumstances. The attitude adopted by 
the poet is to ignore life's enjoyments, be fully engaged and committed to social 
development. Considering the first two poems, which express the conflict with the 
society, whether it is an external conflictý as in the first poem, or an internal conflictý 
as in the second poem, the conflict in the third poem is an emotional conflict, not 
only describing a love relationship and its difficulties with the lover, but also 
describing the couples relationship with people from a conflict point of view. 
It is obvious, after studying the three poems in this chapter that Saudi poetesses are 
very preoccupied in conflictý which may be due to hidden desires for the necessity of 
self-sufficiency. It is very likely that the desert, cultural and historical backgrounds, in 
Saudi Arabia, have influenced the society, men and women, in establishing a specific 
image of women, which may generate an accumulation of features over the years and 
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make women feel unconsciously that conflict is a main part of their characters. This 
subconscious and hidden belief appeared clearly to the public when the country 
started its development in many aspects of life, and especially during the selected 
period, which was a vital part of social awareness and intellectual development. 
Apart from the phenomenon of conflict studied in this chapter, which are women's 
position in their nation in the first poem, the national and feminist aspect in the 
second poem and the emotional aspect in the third poem, there are some other 
conflict phenomena, such as the conflict with conventions and customs, and the 
conflict within the women's community itself, which point the finger at women in the 
countryý since they are an important part of women's current retrogression, and the 
conflict over some social issues involving women, such as education, independence 
and equality with men 6 
In the following chapter, the phenomenon of Vagueness and the Adventure of 
Distinction in Saudi poetry will be studied, which will give details about the 
unexpected stylistic features, linguistic adventures and images, as a main feature of 
modem Arabic poetry, created by modernist Saudi poets in particular, in order to be 
distinguished among the other Saudi poets and the Arab poets as a whole. 
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1 For more details of the Islamic teaching for women, see: the Holy Qurdn, Sdrat al-Ndr (24), Verses 
(30,31). 
2 For details about these poetesses, see: JTizat al-Babutayn (1995), and Sidii and al-Qashlami (2001). 
Poets, in these references, are in alphabetical order. 
3 For more information some other poems representing this poetic phenomenon and its sub- 
phenomena (conflict in women's poetry in Saudi Arabia), see: the poetry of the following poets: al- 
cUrayyiq (1993: 11,15,21,23,25-29,37,57-62,69,75,81,85,91-97), (1995: 17-21,24,28,31-43,53,55,57 - 
63,65 -73,78,8Z86,93 -99,109 -117) and (1998: 23-29,31,33,35,37,47-59,61-71,91-95,99,115-124,149- 
157), Kashghari (1995: 7-10,13-15,19-2Z27,29,35-36,48-51,61-63,87-89,109-112) and (1997: 8-18,26- 
30,44-48,56-60,76-8ZI06-114), AW Khdlid (1973: 23 - 27,3Z 55,57,62 -69,73,77,81 -89,102- 118), 
(1985: 11,15,19 -32,39,49,51-64,73,78,91-107,11-138) and (1995: 7,9,11,15,24,29,35,39-46,57,75), Qad 
(1998: 9-11,13,15,18-25,32-34,37-40,4650,58-6Z65-68) and al-Hindi (1998: 15,19,2Z24,28,27- 
3Z35,38,40,43-49,60,63,85-90,97-105,125-131). Also, the poetry of Ghajariyyat al-Rif, Faýimah al- 
Qarni and Khadijah al-ýUmari, who have not yet published their poetry in poetic collections. 
4 Some sources mention that there was a strong relationship between ZarqT al-Yam5mah and doves, 
which was perhaps because of their strong ability for seeing at a distance. For more information about 
the story, see: al-MaydWi (1981,1,200) and al-Rifa'! (1973,55). 
5 Islarn calls for equality between women and men, as the Prophet Mubammad (PBUH) says: lal-N&T 
shaq, Fiq al-Rijg% (women are equal to men". See: Abil Diiwiid (1981: 1: 61) the number of the Ijadith 
(236). 
" For more information on these conflict phenomena in women's poetry, see: the endnote No. (3) 
above. 
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Chapter Eight 
Vagueness and the Adventure of Distinction 
8.1. Inft-oduction 
This chapter analyses the fourth important phenomenon in Saudi poetry in the 
selected period, which is Vagueness and the Adventure of Distinction. This 
phenomenon includes three sub-phenomena: the Subconscious Intermixture between 
the Memory of the Past and the Feelings of the Presentý Narrating Poetry and the 
Duality of Decision. Besides this phenomenon is achieved by practising a variety of 
poetic vagueness in stylistic deviations in words or structures and images, it appears 
clearly in some poems analysed in this study'. 
Although modemist poets, such as Swad al-Ijumaydin (b. 1947), cAli al-Dumayn-i 
(b. 1950), al-Zayd (b. 1952), al-Thubayti (b. 1952), al-Ijarbi (b. 1956), Aba Kh5lid 
(b. 1956), a]-$ikh5n (b. 1956), Mubammad al-Dumayn! (b. 1958), al-Khashrami 
(b. 1958), Q56 (b. 1965), and othersý, are renowned for adopting vagueness in their 
poetry, since it is a fundamental part of their poetic style, there are some vague poems 
composed by poets from other trends in the country, such as Muft5b (b. 1940), ýa%i 
(b. 1954), al-, Us, Fls (b. 1955), al-Rushayd (b. 1965), al-cArawi (b. 1967)3 and others .4 
Poetic vagueness and the adventure of distinction in the selected period have many 
aspects. First, vagueness occurs in stylistic deviations due to the big gap in the 
relationship between two or more words. Second, there is vagueness in structures due 
to the intentional omission between sentences, in order to establish inspiration and 
concentration of the meaning. Tbird, there is vagueness in founding images due to 
their complex establishmentý in terms of the images, aspects, contents and 
backgrounds. Fourth, there may be vagueness in the employment of the whole poem, 
i. e. the topic that the poem is aboue. Fifth, some vagueness is caused by adopting the 
prose poem, which has two types in Saudi poetry: the long prose poem', and the very 
short prose poem, which consists of only a few words. Sixth, besides seeking 
distinction via poetic vagueness, some Saudi poets seek distinction via changing some 
features in the structure of Arabic poetry, such as seeking distinction in the second 
and the third poems in this chapter. 
Furthermore, it is very important to mention here that modernist poets trust their 
subconscious and exploit its ability in generating ideas to compose poetry, which 
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causes vagueness, especially for people who do not facilitate their understanding of 
this type of poetry by accessing their subconscious and becoming involved in the 
poetic experience of the poem. Thus, trusting the subconscious in composing poetry 
plays a crucial role in creating vagueness, especially in the modemist poetry. 
It is interesting to note that the reason behind adopting vagueness as a fundamental 
poetic style, especially by modernist poets, may be referred to the wish to be 
distinguished among a developing society, the wish for poetic renewal in general or 
as an interaction with modemist poetry in the Arab world. 
8.2. The Subconscious Intermixture between the Memory of the Past and 
the Feelings of the Present: a Study of "Stupor" by cAbdullah al- 
Khashram! 
8.2.1. An Overview of the Poem 
The poem, ; L-4_". wr, (Stupor), by cAbdullah al-Khashrami can be divided into three 
stanzas. In the first stanza, the poet expresses a subconscious and successive 
oscillation between remembrance of the past and the feelings of the present, towards 
the past or towards the present itself, from the perspective of the past memory. While 
the poetý in the second stanza, expresses his present feelings about memories of the 
past, he, in the third stanza, expresses in an intermixed way, his feelings about his 
past feelings and about the past itself, which makes the stanza very obscure and very 
difficult to understand, not to mention the vagueness caused by stylistic devices. 
Thus, vagueness in this poem occurs not only in terms of some stylistic deviations, 
structures or images, which may have a variety of interpretations, but also in terms of 
the rapid and successive oscillation, in many sentences, images and expressions, 
between the past and the present, memories and feelings. In addition, vagueness in 
this poem is caused not only by the stylistic dimension or the meaning dimension, 
due to the fogginess of describing a topic, such as 'stupor', but also because of the 
state of subconscious, experienced by the poet while he was composing the poem, 
created by remembering the pastý comparing the past with the present and dreaming 
of changing the present in the light of feelings about the past. 
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8.2.2. The Perspective of Interpretation 
Although there are a variety of different aspects of vagueness in this poem, there are 
many obvious aspects, such as the poet's experiences, the state of being impassioned, 
since he remembers the past and has his feelings mixed and oscillating between the 
past and the present, acceptance and rejection, and enjoyment and pain. 
However, it is difficult to identify the trigger of the state of the poem. It may be a 
specific eventý a series of events in a specific period of time, a general feeling of 
longing for the pastý or something else. The difficulty of identifying the trigger of this 
state of feeling may refer to the fogginess of the state, as generated from the 
subconscious, which reflects on the poem and causes vagueness. 
Regardless of the type of the trigger and the desired situation and feelings in the past, 
the adventure, in this poem, is describing a subconscious state and transmitting it to a 
reader, who uses the conscious to deal with it. The risk here is that if the reader is 
not aware of the fact that this poem reflects the subconscious, he/she may consider it 
as a type of delirium. Butý when the reader attempts to experience a similar state to 
the poet, he, /she may realise the poem's dimensions and the reason why it takes on 
this frequented, oscillating appearance. 
8.2.3. The Poem 
Stanza One 
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I tattooed my voice upon the orphan roads.. 
I wiH claim the remains of the joyful singing of the cameleer from their palms.. 
The ruined pavement matches my own ruins.. 
Fields kill my singing and waking.. and make me a famous, but lost person 
in their wrinkles, like the stalks of dates.. 
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If it were not for you, I would not have come for the mud.. 
But, I am lost in the details of my past and my present, 
aloneý I hasten my steps to endless points.. 
alone., I unveil from the soul its ghosts.. 
I set in the crowd like gelatine.. 
People, who are around my heart and veins, surprise me 
by asking: who am I ?I 
stranger.. I am a stranger.. 
your echo lights up on my tiredness, lights up.. 
your perfume stands up and crosses distances, it surrounds me.. 
so, I forget the nectar of glasses 'women'.. 
my memory sneaks away through my delicious habit.. 
so, I forget the wounds, which shared with me my singing... I forget.. 
so, a sleepless premonition uproots my stupor. 
When he commences the journey of remembering the past, the poet does not care 
about the past's impact on him. Instead, he expresses his own impactý which reaches 
a level of strength and steadfastness, "I tattooed", on the past's memories, which 
cannot be repeated many times, "the orphan roads". Because the voice, which is 
subjected to changes and forgetting, has been finrdy established as a tattoo, "I 
tattooed my voice upon the orphan roads", the other imprints, which are difficult to 
remove from the memory, such as images, movements and events, will be stronger 
and steadier in those places, "the orphan roads". 
Thus, it is expected that the memories, which have such strength in the mind, can be 
a source of happiness in the presentý "I will claim the remains of the joyful singing of 
the cameleer from their palms", even if some material representatives of them have 
been influenced by time, "the ruined pavement", because what has lasted from these 
material representatives will have enough ability to influence, "matches my own 
ruins! '. 
In the light of the strong presence of the memories in the poees mind, he compares 
them with his present time, stating that the present stage of his life, "fields", not only 
kills his dreams and ambitions, "kill my singing' or practical life, "waking", but also 
makes him an aimless person, "make me a famous, but lost person" in the changes 
and vicissitudes of time, "in their wrinkles, like the stalks of dates". 
While the poet states that except for the strong negative impact of present 
circumstances on him, he would not recall the memories of the pastý from which he 
derives his strength and confidence, "if it were not for you, I would not have come for 
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the mud", he asserts that he suffers in the present time from the big gap between the 
pleasant past and the miserable presentý "but, I am lost in the details of my past and 
my present". Because the poet feels lonely and is living aimlessly in the current 
circumstances, "aloneý I hasten my steps to endless points", and lonely in exerting 
himself to overcome his current crisis, "alone, I unveil from the soul its ghosts", he is 
not able to control himself, "I set in the crowd like gelatine", especially as the crises 
become stronger and successive. Tbus, when the poet's sincere friends see his 
confusion, they ask him surprisingly about his identity, "people, who are around my 
heart and veins, surprise me by asking. who am I ?! ", so the answer is "stranger.. I am 
a strangee'. 
In a sad voice, the poet remembers the past, maintaining that the mere remembrance 
of "the orphan roads" not only makes him happy, "your echo lights up on my 
tiredness", but also will surmount the barricades in the journey between the past and 
the present, "your perfume stands up and crosses distances", in order to rescue him, "it 
surrounds me", to the extent that he will forget the other life's pleasures, "so, I forget 
the nectar of glasses 'women"'. 
At that time, the experience of the-pleasant memories will expand in the poet's mind, 
"my memory sneaks away through my delicious habit". Therefore, he will forget all 
the other negative experiences, "so, I forget the wounds, which shared with me my 
singing". However, while the poet experiences the beautiful feelings of the past, the 
current stage of his life will destroy all his dreams and beautiful feelings, "so, a 
sleepless premonition uproots my stupor". 
This stanza has many stylistic deviations, such as "I tattooed my voice!, which reflects 
the level of the impact of the past on the poet, and "fields kill my singing", which 
shows how pessimistic is the poet, since he creates more than one place in his current 
stage of life, and vagueness here is caused by the fact that "singing" is not something 
physical which can be killed. "your echo lights up" and "your perfume stands up", as 
stylistic deviations, suggest the strength of the impact of the past on the poet's 
feelings, to the extent that any simple imprints in the past, "echo" and "perfumeý', let 
alone the essential events themselves, affect the poet's feelings. Vagueness in these 
stylistic deviations may be because the "echo", the source of the light, is an auditory 
element rather than visual, while "perfume" is not something physical that can stand 
up. "Me nectar of glasses "women", which is a complex deviation, since both of its 
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parts, i. e. nectar and glasses, have been deviated, explains the influence of the past on 
the poetý so he forgets every pleasure, even the most important one. 
In addition, the omission of vital linguistic elements is one of the important stylistic 
features, which cause vagueness in this stanza. For example, there is no sense from 
saying, "the joyful singing" followed by "the ruined pavement", and the connection is 
missing between the word "mud", in the verse, "if it were not for you, I would not 
have come for the mud", and the rest of the sentence. Although the subjects and 
objects, omitted after the verbs (PV. 6, j ) and provoke the imagination, they also 
cause vagueness in some ways. 
Some images in this stanza produce vagueness, since the predication of their subjects 
and objects is based upon disconnected elements. For example, the image, I tattooed 
my voice upon the orphan roads", has visual, "I tattoo", auditory, "Voice", and 
emotional, "orphan", elements, whereas the image, "I will claim the remains of the 
joyful singing of the cameleer from their palms", has moving, "I will request", auditory, 
"joyful singing of the cameleer", and visual, "palms", elements. What makes this 
stanza represent fully the topic of the poem, i. e. stupor, and the state of psychological 
confusion of the poet is the use of some foggy and elusive words and phrases, such as 
Qy, &IA , VI-ijiiP , LZU , 14-a-4XI , ! ýI+Wl , LU" ), which results in vagueness. 
The rhyme in this stanza, which ends with the soft sound of the first person pronoun 
A (Ya'a]-Mutakaffim), such as (VAUa& , Výý (. ýj--% , c, y. is not 
only a sign of how deep is the poees regret regarding the past, but also conveys his 
feelings that the past with all its details is his own. At the end of the stanza, the poet 
breaks the rhyme with the long sound of the AlYand the vowelless Mm- (a]-Mlin al- 
SRinah) in the word ( ýL--ý ), which is an appropriate end to the interrupted state 
that has been uprooted by a sleepless premonition. 
Stanza Two 
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I ride the edge of grass, in the last spark of the nobles'life, who are on the neck.. 
I drop on the night as crumbs.. 
The shackles draw a light for blood in my ribs.. 
Bless you, oh sadness.. 
The container of histories becomes far, 
and kneels on the lip of cold.. moisten.. and moisten.. 
the cold is cold.. 
it covered me, so I became ice, I struggled with itý so it became bitter cold.. 
the cold is cold.. 
nevertheless, fire expands in my body. 
Because premonitions interrupt the poet's journey of dreams and memories through 
his subconscious, as mentioned in the previous stanza, he describes in this stanza that 
he is currently at the end of the life's caravan in terms of happiness and enjoymentý I 
ride the edge of grass", and he no longer enjoys life as many people do, "the nobles", 
who live at the peak of happiness, "who are on the necle'. After losing his happy life, 
because of his current circumstances, he is not only at the margin of life, I drop on 
the night as crumbs", but also his life has become very limited, because of being 
controlled fully by restrictions, "the shackles draw a light for blood in my ribs". 
Sarcastically, the poet blesses the miserable current situation, "bless you, oh sadness", 
since the past in continuous escaping, "the container of histories becomes far", and 
sorrow dominates his life at the momentý "kneels on the lip of cold". When the 
current situation/cold attacks him, "the cold is cold.. it covered me, so I became icd', 
he resists, I struggled with it", but it becomes worse, "so it became bitter cold", 
because his current situation/cold is similar to the fire of hell, "nevertheless, fire 
expands in my body'. 
The rhythmical parallelism in (1-. U-j+Aj LrILU 41%. Aj , 11.4 L: 41W jL4L46) reflects 
the 
idea that the poet feels that he is equal to the situation and his struggle with it has its 
ups and downs. So, he has not yielded, although "fire expands in my body'. The use 
of the word () indicates how the poet feels a stranger in his current life, since 
there are no warm relationships around him, such as he used to have. In this context, 
while he repeats the words ( ajs+Aj , jý4 , a_s4i ) seven times in this short stanza, he 
repeats the word () five times in the first and the last stanzas, which conveys 
the same meaning. 
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The moving image of the conflict with cold (1,. w_, +4j VILU 
AS. -&JI12, j 114 C.. +=i IV! -! Ai-) 
shows how strong is the negative impact of cold/current situations on the poees life, 
since the "cold" has achieved what it wants, "so I became ice", while the poet gets 
something contrary to what he wants, as the situation becomes worse, "I struggled 
with itý so it became bitter cold". As a result, the past stirs up boiling feelings, "fire 
expands in my body'. 
Although the stylistic deviations in the first two sentences, "I ride the edge of grass.. " 
and "I drop on the night as crumbs" may be interpreted in the context of displaying 
the poet's feelings about his lower position and morale in the current circumstances, 
they are very vague and obscure, which may reflect the impact of the subconscious. 
Stanza Three 
.. 
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I ride a street.. 
A street which denies its walls.. 
a street that follows its passers-by.. 
a street that sold me its inhabitants 
I felt bored of my care, of the taste of my saliva, my colour, 
and the pride of my hand while it calls out.. 
I denied my shadow, which follows me.. and my blood, which is suspicious and 
fizzing.. 
I am alone here.. 
but for you, I did not come to the mud.. 
I am alone in the beginning and non-existence.. 
When singing becomes weeping and wells leave to their nests, 
I pillow the heart of sparrows, stay at a transparent dream 
and lose the memory of wounds.. 
then I forget the croaking of histories.. forget.., forget.. and forget. 
In the beginning of this stanza, the poet returns to "the orphan roads", mentioned in 
the beginning of the poem by describing the journey of his feelings, "I ride a street", 
among the details of the pastý which has its features changed, "denies its walls" and is 
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ignored by its people, "sold me its inhabitants", to the extent that it wishes to succeed 
them, "follows its passers-by". 
After feeling regretful about how people deal with their pasts, the poet returns 
subconsciously to himself, to blame himself for not following them, since he not only 
feels bored with his useless longing for the pastý "I felt bored of my card', which 
affects the quality of his body, I felt bored ... of the taste of my saliva, my colour, and 
the pride of my hand", but also he feels lonely in his longing for the past, as his 
shadow was cast off by him, I denied my shadow", and his blood became angry, "and 
my blood, which is suspicious and fizzing". Consequently, the poet asserts that he is 
alone in this feeling, I am alone here.. I am alone in the beginning and non- 
existence". 
As for the reason that makes him feel alone regarding his attitude towards the past, it 
is "the orphan roads" in the first stanza and the "street", which denies. walls, follows 
and sold people, in this stanza. Thus, he repeats in the two stanzas, "if it were not for 
you, I would not have come for the mud". 
Although he feels aloneý expecting no suppom even from those closest to him, i. e. his 
shadow and blood, the poet resists, indicating that when difficulties become worse, 
"when singing becomes weeping" and aid cannot easily arrive, "wells leave to their 
nests", he will escape inside himself, remembering the pastý to experience enjoyably 
the innocence of children, I pillow the heart of sparrows", and to take pleasure in the 
world of the subconscious, "stay at a transparent dream". Thus, he win live in a 
distinguished happiness, as he wi 11 forget the past's sufferings, "and lose the memory 
of wounds", turbidity, "then I forget the croaking of histories" and everything that 
may affe ct the purity of happiness, "forget.., forget.. and forgee'. 
The linguistic coupling in some sentences by using the conjunction, al- WYw (i), 
such as (. - joij ,-- c4l-Ai -- ý&6j .. 4ý1-01 ;:, 
ý) implies how the poet is bored, since 
he counts, using the conjunction ab Wjw, what causes boredom for him, and when he 
feels that the coupling is not able to express his feeling, he uses the way of giving 
details after three conjunctions, "and the pride of my hand while it calls out' 'in order 
to express more of his feelings. 
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The use of the word ( cpaj ) in this stanza gives a poetic density, and perhaps a little 
vagueness, because the poet is satisfied with mentioning three things without their 
equivalents, supposing that the reader will deduce the missing parts. The poet 
mentions, "I am alone here.. in the beginning and non-existence" without mentioning, 
there, the end and existence, which may indicate that the poet is no longer thinking 
about any person but himself, since he believes that everything around him has gone 
forever. 
In this context, the use of the first person pronouns (Ya-aI-MutakaLl6n), the elided 
pronoun for the first person ( L-J ) and TXal-MutakaZM, is an important feature in 
the poem as a whole. The poet uses 32 words with YF al-Mutakaflim, such as 
(, 
c. F! 4LJ , Vx"! ,, vljjji , VAUa& , vkj") , nineteen words with the 
elided pronoun ( U! such as "jýl L,.;! , 
LL)4 ,1, ý61 tl; W ) and 
seven words with TF a]-Mutakafflin, such as I aL&-ýj ). In 
addition, the sense of loneliness is indirectly conveyed by other words such as those 
relating to escaping, ( L.,.;! ) seven times, ( jL-4 ) twice and ( ý-gi ), and words 
denoting disappearance, such as ( pLý , 15W , 3= , L-LL )- 
Although rhyme is clear only in the first stanza, as mentioned above, it is used at the 
end of each stanza in a sound appropriate to the meaning of the stanza. While the 
first stanza ends with an extended Allf followed by a vowelless AFUn ( ýL-4 ), to 
confirm the interruption of his stupor, since the vowelless rhyme, especially after an 
extended vowel, indicates confirmation and statement, and the second stanza ends 
with an extended IT followed by a vowelless LiTm (), in order to state that 
cold is like a fire inside himself, the last stanza ends with only an extended Alif 
repeated three times (. - Ll--"; Ij .. cr-, J1 ), which asserts that the poet will 
continue dreaming and enjoying memories of the pastý regardless of any 
disappointing elements in his life, "I pillow the heart of sparrows, stay at a 
transparent dream and lose the memory of wounds.. then I forgee'. 
It is expected that a person who lives alone will feel bored of everything around him, 
"I felt bored of my care, of the taste of my saliva, my colour, and the pride of my 
hand", and be ignored by others, "I denied my shadow, and my blood". When current 
circumstances become an opponentý "fields kill my singing and waking", he will not be 
able to obtain victory, "I struggled with itý so it became bitter cold", and whenever he 
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makes efforts in order to achieve his outcome, "alone, I hasten my steps to endless 
points", he will not be able even to control himself, I set in the crowd like gelatin&'. 
Because he obtains his strength from the past, since he believes " your echo lights up 
on my tiredness" and "your perfume stands up and crosses distances, it surrounds me", 
he has no choice, when difficulties become worse, "when singing becomes weeping", 
for resorting to it , "I pillow the heart of sparrows, stay at a transparent dream", in 
order to forget all the painful memories, "and lose the memory of wounds", which is 
considered like a fire of hell, "nevertheless, fire expands in my body'. 
8.3. Narrating Poetry: a Study of "Livelihoode by Fawziyyah Abfi Khdhd 
8.3.1. An Overview of the Poem 
The poem, jjj, (Livelihoods) by Fawziyyah AW Kh5lid, is a short prose poem 
describing a man, in terms of his physical appearance and behaviour, and focusing on 
the change that happened to him when he saw a "flame of the oil wells loomed in 
the distance". 
8.3.2. The Perspective of Interpretation 
It is obvious that the poem describes the developmental journey of the desert man in 
the Arabian Peninsula, from the desert life, "light green dress", "the roughness of the 
desert" and 'be wipes yoghurt from his moustaches" to another type of life, "and goes 
in the opposite direction from the desere'. Thus, he changed, 'he moved the tribe" 
when he experienced the affluent life after the discovery of oil, "and bathed, from the 
hardship of travelling, with the magic of the black mirage". 
The adventure in this poem is not only in the rejection of metre and rhyme, but also 
in its strong overlapping with the short story, since the poem gives a description of 
the changes in man's life. It is an obvious adventure, in this poem and in prose poetry 
in Saudi Arabia in general, that the structure of poetry, which is based directly on the 
description of concepts and emotions, has been changed. As a substitute, the poet has 
adopted the structure of the short story, which is based directly on the description of 
events and the changes that happen to the characters in the story. 
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8.3.3. The Poem 
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The vein of good health 
is bleeding in his light green dress.. 
The roughness of the desert becomes soft 
in the sad folklore singing at night.. 
He wipes yoghurt from his moustaches with the back of his hand.. 
and goes in the opposite direction from the desert.. 
He asks travellers, where is the direction? 
He walked, and walked... 
He washed his hands with earth.. 
He gathered and shortened prayers, and the small amount of food.. 
When the flame of the oil wells loomed in the distance, 
he moved the tribe near the edge of the heart.. 
and bathed, from the hardship of travelling, 
with the magic of the black mirage. 
In order to be able to live in a desert and deal with its difficulties, it is vital to have 
physical strength, "the vein of good health", so as to be equal to the desert in strength 
and toughness, even if that results in a change of physical appearance, 'us light 
green dress! '. Although the desert man is a tough and strong person, which is a 
subconscious response to such an environment, he is an emotional man, "the 
roughness of the desert becomes soft", especially during times of singing and evening 
parties, "in the sad folklore singing at night". 
When he has had enough of the desert life, "he wipes yoghurt from his moustaches 
with the back of his hand", he feels that he should commence a new stage in his life, 
"and goes in the opposite direction from the desert", seeking experience from others, 
'be asks travellers, where is the direction? ". Although he spends effort in finding the 
features of the new stage, "he walked, and walked", the desert man has made no 
significant progress, "he washed his hands with earth" and is still committed to his 
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principles and values, 'be gathered and shortened prayers, and the small amount of 
food". 
When the desert man sees the indications of the end of his crisis, "when the flame of 
the oil wells loomed in the distance", he changes some of his conventions and 
customs, "he moved the tribe", but he never forgets them, "near the edge of the 
heare', and integrates with the new life afterwards, "bathed", removing the negative 
imprints from the pastý "from the hardship of travelling" and exploiting the new life's 
potential, "with the magic of the black mirage". 
This prose poem can be interpreted as a description of the stages of life, which 
happened in the Arabian Peninsula in general and Saudi Arabia in particular. People 
in Saudi Arabia lived the desert life, whether they were in the desert or in the oases, 
-so they are marked with the characteristics of desert people, such as toughness, "the 
roughness of the desert", chatting and singing in the evening, "in the sad folklore 
singing at night", and other basic behaviour like drinking milk, "he wipes yoghurt 
from his moustaches with the back of his hand'. 
However, these people left the desert life, "in the opposite direction from the desert", 
under the leadership of Ibn SuFad, who asked for assistance from the experts in the 
Arab world, "he asks travellers, where is the direction? ". Ibn Succid continued in the 
leadership of these people, who worked for development, "he walked, and walked", 
but achieved no major change, "he washed his hands with earth" and are still loyal to 
Islamic teachings, "he gathered and shortened prayers". 
When oil was discovered in the country, "when the flame of the oil wells loomed in 
the distance", the society not only abandoned some of its customs and conventions, 
"he moved the tn-W', though they are still being respected, "near the edge of the 
heare', but also removed many of its miserable memories of the past, "and bathed, 
from the hardship of travelling", exploiting the stage of the high income of every 
single individual in the country, "with the magic of the black mirage". 
Although the structure of this prose poem overlaps with that of the short story, as 
mentioned above, it has some poetic stylistic features, such as the stylistic parallelism 
VI between, Al kAWI LLP ) and (Cu ay . 
and some stylistic deviations, such as (4, AW) J., )6 ), which indicates that although the 
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society has started the modem life, it still respects the tribal principles and values. As 
for the stylistic deviations (jý-Vl . ql ) and -Aj%--ýI jp-w ), they may reflect the 
negative attitude of the poet towards the oil's destructive impact on Saudi society, 
especially during the boom time. Although people like wealth and are influenced by 
it (, %&-,, ), the economic boom, experienced in Saudi society, is not only a deception 
( yluw ), but also like fire (,; Lill ), in its destructive impact. 
It is obvious that this poem gives only glimpses of the desert man, which causes 
major omissions from the features of the desert life. However, the poem gives some 
tiny details, such as 'bis light green dress", "in the sad folklore singing at night" and 
'be wipes yoghurt from his moustaches with the back of his hand", from which the 
meaning and inspirations of the omitted sentences can be deduced. 
It is expected that the desert man who is influenced by the desert life will keep 
respecting his values and principles, "near the edge of the heart", even if he stops 
practising them, "he moved the tribe". On the other hand, it is very likely that the 
desert man, who suffers from the harsh life in the desert, "the roughness of the 
desere' and the lowest standard of -living, "he washed his hands with earth" will seek 
any single element in the world, which may help him to cast off his suffering and 
facilitate a better life for him, "and bathed, from the hardship of travelling", even if 
that element can be seen by others to be a false sign, a "mirage". 
8.4. The Duality of Decision: a Study of "A Workshop of Flowers" by 
MutLammad al-Dumayn! 
8.4.1. An Overview of the Poem 
The poem, jL-AJ L-4, jj , (A Workshop of Flowers) by MOammad al-Dumayni is 
divided into three stanzas. While the first stanza describes the features of the poem's 
subject, which could be a person, a society, a nation or an attitude, by stating that it 
cannot control the wily people under its responsibility, the second stanza explains 
some of the characteristics of the topic in terms of the inability to handle the task. As 
for the third stanza, it calls on the subject to be optimistic in the future and achieve 
good progress in development. 
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8.4.2. The Perspective of Interpretation 
A striking feature is that the poet uses 23 instances of the third person pronoun, 
whether they are attached or elided pronouns, which creates confusion in terms of 
understanding the subject of the poem, since no noun is mentioned in the beginning 
of the poem. Therefore, vagueness in the poem arises not because of the stylistic 
deviations, images or the omission of meanings and sentences, but because of 
unclarity as to the intended subject as a whole, which is considered as a big 
adventure in creating vagueness, while it is a popular stylistic feature in the prose 
poem in Saudi poetry as mentioned above. 
Despite the vagueness in the topic of the poem and the variety of possible 
interpretations, this poem can be interpreted as the viewpoint of the poet towards 
Saudi society and its journey of developmentý for various reasons, which will be 
discussed in the analysis of the poem below. For instance, the poet describes the 
society as characterised by simplicity and unawareness, "his heart is a workshop of 
flowers", "a barren morning surrounds him" and "hard cardoons.. ", besides purity and 
helpfulness, "he has a moon.. " and 'lie has to guide the seagulls.. ". 
In addition, while he calls on society to mourn for itself for centuries, "weep at it for 
centuries" the poet takes advantage of the opportunity to reform people to make a 
better society for new generations, "it is his philosophical chance to dam his new 
progeny". Furthermore, because this poem was composed in 1994, which was the 
period of the end of the conflict in society between the modernist and the Islamist 
trends, to the benefit of the former, it is very likely that the poet considers the 
situation and describes the opponents of Modernism, who are the majority of society, 
as simple and unaware. 
8.4.3. The Poem 
Stanza One 
-ýgA 
1jj Etý- 
, jtAj 
Z&_)j AA 
A- ' jaj 
ýIlj I 
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His heart is a workshop of flowers.. 
A barren morning surrounds him.. 
Hard cardoons scatter between his feet.. 
Ambushes lurk for his sun.. 
He has a moon that guides the maidens to their night.. 
while he has to guide the seagulls to the sea.. 
Whenever he extinguished in his sleep, their legions appeared to guide and be 
guided .. Under his dress, spiders breath and wishes sediment.. 
From the title, it is obvious that the poem combines two clashing images, which are 
"workshop" and "flowers". The word (; L-, Ijj ) in Arabic is only used in naming the 
work place for cars, electronic equipment and factories, which is very different from 
flowers. Thus, although the disharmony in the title may be unintentional, it can be 
deduced that the word "workshop" may signify the groups of people who would like 
to dominate society, while the word "fiowers" may signify the simplicity and 
unawareness of society. 
In the beginning of this stanza, the poet states that Saudi society has a purity of 
origin and goodness, 'his heart is a workshop of flowers!, but not only is there no 
optimism about its future, "a barrýn morning surrounds him", but also enemies are 
waking, "ambushes lurk" for its most important abilities and features, "for his sun". As 
for the presentý there are many and tremendous hindrances to its development, "hard 
cardoons", which have impeded society's journey of development, "scatter between 
his feet". 
The poet states that society, besides having goodness and purity of origin, is 
characterised not only by helpfulness, 'be has a moon that guides the maidens to 
their night" and leadership, 'he has to guide the seagulls to the sea", but also by 
naivety and unawareness, since it is not involved in managing its affairs, "he 
extinguished in his sleep", and leaves the others to organise its future, "their legions 
appeared to guide and be guided". 
Considering the date of composition of the poem, which is 1994, when the conflict 
between the Islamist and the modernist trends ended for the benefit of the latter, it is 
apparent that the poet supposes that the society is not only unawareý "he 
extinguished in his sleeV', but is also ignorant of which action/person/behaviour may 
be with it, or against it. Thus, in the poet's view, society leaves the door open for the 
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backward people, "their legions appeared to guide and be guided", which means that 
they can lead the society as they want, while they are led by their retrogressive 
behaviours. So, a question can be deduced from the poet's view, which is who makes 
a decision?, is it the single pronoun, al-HFIthe society (.. Ljj4uý , A-S ) or the plural 
pronoun, al-HFIthe retrogressive people ( ? 4liL-. + ). 
Consequently, in the society, "under his dress" some destructive attitudes, "spiders", 
are still alive and practise their vicious behaviours against society, 'I)reatW', not to 
mention the ftiture, which has dead dreams and wishes, "and wishes sediment " 
The hidden meanings in the beginning of this stanza indicate that it is possible for 
the society to be deceived, not only because of its simplicity and unawareness, "his 
heart is a workshop of flowers.. a barren morning surrounds him.. hard cardoons... 
ambushes lurk", but also because essential decisions are taken without its 
participation, "he extinguished in his sleep". 
The stylistic deviation, "whenever he extinguished in his sleep" implies that the 
society, because of its carelessness and naivetyý is in a smothered state, so it not only 
fell asleep, but also extinguished in its sleep. The use of the word, "whenever" means 
the society extinguishes many times, and whenever that happens, it faces the same 
response from others, which means that carelessness and naivety are well-rooted in 
the society. In addition, the use of the stylistic deviation in the word, "legions", in a 
plural format shows that the majority of Saudi society was against the poet's trend 
during the year 1994. 
Stanza Two 
L: ýJl IýA (t '. - '. 
J ý4- 
It is enough for him to brighten behind this glass.. 
drive his memories from damage.. 
ask his body to the bed.. and weep at it for centuries, 
like a trained mother bereaved of her child. 
276 
Because the society has goodness and purity of origin, "his heart is a workshop of 
flowers", but destructive people, who exploit its unawareness, are around it, "their 
legions appeared" and "spiders breath", it is expected that such a society will be a 
body without a soul, since it is satisfied with having a bright appearance and looking 
good from the outside, "it is enough for him to brighten behind this glass", while the 
society is dominated from within. 
While the society appears from the outside as a source of light, "brighten behind this 
glass", and believes that its great Islamic glories, "his memories" never went wrong, 
"drive his memories from damage", it would appear that the society is satisfied with 
talking and doing nothing for itself and others, "ask his body to the bed", and only 
spends much time in grieving at the past, "weep at it for centuries" professionally, 
"like a trained mother bereaved of her child". As a result, this characteristic in the 
society supports the poet's perspective on society, which is that the society is simple, 
and pays great attention to the past while failing to manage the present and the 
future. 
Stanza Tbree 
'OS ; 4Lal tes) 
It is his philosophical chance to dam his new progeny.. 
and to lie down on the foot of a mountain.. 
like a shepherd, who stuttered in counting the stars.. 
and stood up to be led by his sheep to the house. 
Taking into consideration that this poem was composed in 1994, when the conflict 
between the Islamist and modernist trends ended with victory for the fon-ner, the 
poetý in this stanza, asks society to exploit the eventý "it is his philosophical chance", 
not only to review itself and appreciate the modemist's efforts for enlightenment, but 
also to restore itself and be ready for change-, "to dam" for the sake of new 
generations, 'bis new progeny'. 
To facilitate thatý the poet sarcastically advises the society to do nothing, "lie down on 
the foot of a mountain". Because the society could not lead itself effectively towards 
development in the past, "stuttered in counting the stars", it has to hand over the 
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leadership to its capable members, similar to "a shepherd, who stood up to be led by 
his sheep to the 
house". 
The simile comparing society to "a shepherd, who stuttered in counting the stars, 
stood up to be led by his sheep to the house", displays the poet's perception that 
society is governed by a bedouin mentality, "like a shepherd", since it is not only 
incapable of mastering basic learning, "stuttered in counting the stars", but also 
incapable of dealing with its present and future, to the extent that merely destructive 
people lead itý "stood up to be led by his sheep to the house". 
The most important stylistic feature in the poem is the use of 23 pronouns, instances 
of the third person pronoun, whether they are attached pronouns, such as 
kAj; 4 4-Alo U& k-A,! ý , 4-ýAA , A! -jz, ' , 442) or elided pronouns, 
such as ý-ýAL, , L11Q) which give an inspirational 
dimension to the poem, while increasing the degree of vagueness, so the subject 
becomes obscure, since there is no noun before these pronouns. 
It is expected that one who lives merely in the past, "his memories", respects it, "drive 
his memories from damage", wishds for its return, "weep at it for centuries" and does 
nothing for itý "ask his body to the bed", will be led by others, and in an unwanted 
direction, "their legions appeared to guide and be guided", in order to become "a 
shepherd, who stuttered in counting the stars, stood up to be led by his sheep to the 
house". 
It is not enough, to manage life and plan the future, to have a good faith, "his heart is 
a workshop of flowers", or spend time in helping others, 'be has a moon that guides 
the maidens to their night.. while he has to guide the seagulls to the sea", if one is 
unaware, "he extinguished in his sleep" of dangers, "hard cardoons scatter between 
his feet". Thus, it is essential to exploit fully the opportunities that have emerged, so 
as to have a better life, "it is his philosophical chance to darn his new progeny'. 
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8.5. Conclusion 
This chapter has analysed three types of seeking poetic distinction, by adopting 
vagueness in both content and form, narrating poetry and concealing the subjec4 by 
studying three poems: "Stupor", "Livelihoods" and "A Workshop of Flowers". 
It has been explained in this chapter that Saudi poets in the selected period are not 
satisfied with adopting vagueness only in stylistic deviations and images, such as have 
been mentioned in the analysis of some poems in this study. In addition to that, 
Saudi poets, as shown in this chapter, create some other aspects of adventure in order 
to be distinguished. 
In the first poem, the poet attempts to be distinguished in terms of the rapid and 
successive oscillation, in many sentences, images and expressions, between the past 
and the present, memories and feelings. Vagueness is caused by not only the stylistic 
or the meaning aspects, due to the fogginess of a topic such as 'stupor, but also 
because of the subconscious state experienced by the poet while he was composing 
the poem. 
The second poem is distinguished by the adventure, not only in terms of the rejection 
of metre and rhyme, but also in its strong overlapping with the short story, since the 
poem conveys a description of the changes of people's lives. In other words, the 
structure of poetry, which is based directly on the description of concepts and 
emotions, has been changed in the second poem, and in the prose poetry in Saudi 
Arabia in general, since the poet has adopted the structure of the short story, which 
is based directly on the description of events and the changes in the characters of the 
story. 
As for the third poem, the poet seeks distinction by creating confusion in terms of 
understanding the subject of the poem, since he uses 23 third person pronouns, 
whether attached or elided, while no noun has been mentioned in the beginning of 
the poem. Therefore, the vagueness in the poem is not because of the stylistic 
deviations, images or the omission of meanings and sentences, but arises because of 
uncertainty as to the intended subject as a whole, which is considered as a big 
adventure in creating vagueness, while it is a popular stylistic feature in the prose 
poem in Saudi poetry. 
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It is true that such poetryý with this level of vagueness, may fail to engage not only 
ordinary people but also some critics and poets who oppose this kind of renovation. 
Saudi modernist poets use vagueness as a yardstick for modemist poetry. Although 
vagueness in modem poetry as a whole was considered an abnormal and odd aspect 
in the beginning of its appearance, and was rejected by the majority of people across 
the Arab world, vagueness is deemed a central aspect of the character of modem 
Arabic poetry, which substitutes the intellectual concepts and vision for subjective 
and lyric poetry that dominated Arabic poetry throughout the history. 
The next part is the conclusion of this thesis, in which findings of all chapters will be 
summed up, in order to describe the general features of Saudi poetry in the selected 
period, in the light of the four poetic phenomena analysed in this study. 
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' For example, see: al-Dumaynfs poem in chapter five, al-Zayd's poem in chapter six and QWs poem 
in chapter seven. 
2 Reference to their Diwiins will be made below. 
3 For details about these poets, see: Hizat al-135butayn (1995), and Sidii and al-Qashcam! (2001). 
Poets, in these references, are in alphabetical order. 
' For example, see Muft5b (1995: 38,52,54,64), ýala-bi (1986: 21,24,81,84) and (1991: 21,24,73,76,79), 
al-ýVscfis (1993: 25,28), al-Rushayd (1993: 105,108,119,122,124,127) and (2000: 38,40), and aVArawi 
(2000: 86,87,88,90,91,93). 
'For more details about some other poems representing this poetic phenomenon and its sub- 
phenomena, see some clear examples in the poetry of a]-Humaydin (1987: 15,26,36,42,58,62), 
(1990: 14,23,26,34,46,52,62,71,94,98,110,131,134,156), (1991a: li, 13,21,25,33,44,50,67,81,106,156), 
(1991b: 6,8,18,24,42,4653), (1994: 10,25,39,48,54,64,7Z88) and (2000: 15,18,20,21,23,28,36,39,59, 
6673), cAll al-Dumayni (1986: 2,3,10,19,38,42,43,50,5168,92,97,110,116), (199 9 a: 8,12,18,31,41,52,66, 
90,91,112) and (1999b: 8,15,26,29,38,50,56,62,74,90), al-Zayd (1986a: 5,8,11,23,27,31,37,44,54,58, 
61,69,84), (1986b: 3,7,13,28,30,32,34,45,49,53,55), (1991: 8,10,17,20,26,30,33,34,39,48,53,57) and 
(1992: 27,28,31,33,41,45,48,53,59), al-Thubayti (1983: 12,13,14,21,29,37,38,40,55,74,79,97), (1987: 
8,9, lO, lZl5,16,17,22,25,29,30,34,36,40,44,46,51,54,56,66,76,82,85) and (2002: 6,8,1013,15,30,34, 
36,37,41,45,46,49,50) al-kiarbi (1984: 9,13,20,24,28,40,42,51,52,54,60,63,69,72) and (1997: 12,16,23, 
29,39,40,42,58,61,63,71,74,75,83,99,114), Abil Khglid (1973: 24,29,38,40,48,56,58,59,60,68,72), 
(1985: 17,19,26,35,38,39,45,69,72,78,79,82,86) and (1995: 5,9,19,28,23,27,37,39,43,47,59,68,71,72), al- 
ýIkhiin (1988: 7,10,22,28,44,54,57,63), Mubanimad al-Dumayn! (1994: 7,11,17,19,24 29,38,46, 
47,49,56,57,59,68,71), al-Khashram! (1991: 13,18,19,20,21,26,28,33,37,47,52,60 65,68,79,82,85,9Z 
94,99,101,106112) and Q5ri (1998: 11,14,17,21,23,27,37,41,47,51,57,61,65,67,73,79), 
1 For example, see: the poetry of Abd KhHd, Mubammad a]-Dumayn-i, Badleah Kashghari, Abmad 
al-MuUS. 
7 For example, see: the poetry of Yflsuf al-Mubaymid, lbrWun al-kiusayn, al-Khamisi, al-FaqUi, 
Katfficah and al-cArnri. 
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Conclusion 
This conclusion consists of two sections. Section One states some of the findings that 
have been discovered in conducting this study. Section Two makes recommendations, 
and lists some areas for further research. 
1. Findings 
It is obvious that the selected period of this study, which is the last quarter of the 20th 
century, is influenced by the general accumulated history in the Arabian Peninsula, 
which gives Saudi Arabia a tremendous heritage of varied social, cultural and desert 
backgrounds and their influence on people, throughout the ages and in the selected 
period itself. 
People in the Arabian Peninsula in the 18'h and 19th centuries, whether they were in 
and deserts or oases, were in a state of backwardness, ignorance and political 
anarchy. The most important phenomenon at that time was the movement of Ibn 
cAbd al-Wahh5b, which brought people closer to orthodox Islam, rather than making 
unacceptable changes according to their tribal or individual needs, and created two 
Saudi states based on tribal style. 
In the beginning of the 20' century, the Arabian Peninsula witnessed the early 
beginnings of the foundation of the modem Saudi Arabia, starting from the 
establishment of the political entity, by Ibn Suldd, and the formation of the basic 
institutions of education, police, social affairs and health. Although this period 
(1902-1960) was different from the previous one in terms of people's involvement in 
the educational institutions, the changes in people's lives in terms of education, 
awareness and lifestyle were negligible. 
As for literature and poetry, the literary movement was a revival in the west region 
(al-Ijij5z) among the literary elite, due to their connections with Egypt and Iraq, but 
there was little change in the middle region (Najd), despite the appearance of some 
literary activities and newspapers among a small elite. Poets in the first half of the 
2e century, who were led by al-Ghazzgwi and al-ýabbdn's groups, adopted Neo- 
classicism, as a result of their relationships with Egypt. Starting from the 1940s 
Romanticism appeared in Saudi Arabia, in both al-Ijij5z and Najd, but it was still 
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confined to scattered elites in the country. These elites were much more numerous in 
al-Ijij5z than in Najd, and the eastern region. People in the south of the country at 
that time still followed Neo-classicism, whereas the life of people in the north had 
not changed yet. 
However, when the country entered the period of economic boom, in 1975, which 
was the beginning of the selected period of this study, the money spent on education, 
social issues and some other basic institutions was doubled many times. This initially 
had a strong influence in enc ouraging people, not only to be involved in the 
educational organisations, but also to interact with literary activities across the 
country. Nevertheless, this period of time was a transitional period, since people 
became engaged in business, rather than in literature or poetry. 
Consequently, some trends, such as the romantic and pan-Arabist trends declined and 
the modemist trend made its first early appearance, thanks to the relationships with 
the modernist trend in Lebanon, Iraq and Egyptý and the return of some students who 
had studied in foreign countries. Again, this trend, which included women for the 
first time in Saudi history, was restricted to the elite among journalists and university' 
teachers in a]-Ijij5z, while people across the country lived in the new era of luxury. 
Although most of the basic institutions had been established, before this period, the 
wealth of the state had not been exploited in terms of the quality of education, or 
social awareness. Thus, there were a number of rich people, with little or no social 
and cultural awareness. Even those from the traditional Islamic trend, who were 
satisfied with the level of well-being, which was considered acceptable compared to 
the pastý and claimed that they had achieved development, it is merely a superficial 
development based on modem and luxurious infrastructure, which lacks a 
fundamental intellectual development. Hence, this state of low intellectual awareness 
can be considered a reason for the confiict that occurred a decade later. 
Modernist poets and critics were interested in social awareness, according to their 
goals, or perhaps they were wily and clever, in exploiting peoplels low level of 
awareness in this stage to get their modernist projects passed without any objections. 
In order to achieve tha4 modernist poets, in addition to following in the trends of 
Western poets, adopted a high level of vagueness in their poetry, especially in the 
beginning of the modernist period, not only to follow the character of modem Arabic 
poetry, but also to show people their level of awareness and knowledge. 
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Although the real end of the economic boom in the country came in 1982, with the 
sharp decline of oil prices worldwide, people's lives were not really affected until the 
second Gulf war in 1990-91, which is deemed a very important turning point in terms 
of people's social awareness in the country. The modernist trend increased among 
elites in universities, newspapers and literary clubs in the early 1980s, but society was 
engaged in making its own life and did not know anything about Modernism until the 
emergence of the audio tape of al-Gh5midi and the book of al-Qarni in 1987-88, 
which was the last straw that broke the camel's back. The tape and the book argued 
that Modernism is a Western movement and contrary to Islam, so it should be 
rejected completely. What caused the tape and the book to gain acceptance among 
Saudi people was not only the fact that the Islamist trend was strong among them, 
but also that people started awakening from the life of luxury. Since the tape and the 
book appeared, a state of conflict started between the two movements, giving rise to a 
tide of confrontations, exacerbated by some internal and external issues, such as the 
second Gulf war (1990-91), internal events (1994), the event of the eleventh of 
September (2001) in the USA and the war on Iraq (2003). 
Modernist poetry, since its beginning in the Arab world, has been characterised by 
some distinctive poetic features, suýh as the revolutionary spirit in relation to customs 
and conventions, poetic vagueness, confrontation with society, poetic renewal and 
paying attention to some specific features from both the Arab and world heritages, 
which are in line with the modernist project. Furthermore, the modernist poets are 
creative in employing popular heritage, according to their special visions and aims. 
Despite the existence of an Islamist trend in this period, it is considered as a 
modernist period, since the Islamist trend is, especially in the 1980s and the early 
1990s, more apparent among the masses than in literary circles. Thus, the campaign 
against Modernism was waged in mosques and on audio tapes, rather than in literary 
supplements in magazines or newspapers. 
Because the state of conflict dominates the environment in the country, to the extent 
that the masses were fully engaged in it in the second half of the 1980s, Modernism 
is deemed the most important, not only poetic'and literary phenomenon, but also 
social phenomenon. Most Saudis are caught up in the conflicts between the 
modernist and conservative trends. What makes the problem worse is the big 
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difference not only between the two generations, but also among members of the 
same generation, on the subject of education and level of awareness. as regards 
Although the time after the second Gulf war is considered a period of stability with 
relation to national economy, which made the country settled generally, the attack 
against modernists by the Islamist trend increased until 1994, when the government 
put an end to the conflict to the benefit of the modernist trend. Both the Islamist and 
Modernist Movements made mistakes due to their lack of skill in managing such 
social crises. One of the weaknesses of the Islamist trend was a fear of conspiracy, 
making them suspicious about change, especially any change that came from the 
West. As a resultý they absolutely rejected it and banned discussion of it or 
involvement with it. However, as a result of their superficial knowledge, they rejected 
change not only based on traditional belief, but also with illogical interpretations of 
Islamic texts. 
As for the modernists, they forgotý or perhaps ignored, the characteristics of Saudi 
society, and instead of taking a multi-lateralist stance respecting other people's right 
to existý they, at that time, adopted a unilateral view, an intellectual dictatorship, and 
ignored the significance of Islam and its role in Muslims' lives. Furthermore, in their 
state of revolutionary tun-noil and perceiving themselves as a superior, avant-garde 
and enlightened elite, they lost control in dealing with their opponents. 
Above all, this conflict not only played a crucial role in the debate on many social 
issues, such as women's rights, but also established the idea of conflict in the 
subconscious minds of Saudi poets, as a result of which conflict became the most 
important phenomenon in Saudi poetry in the selected period. Although it witnessed 
periods of ebb and flow, strength and weakness, in terms of social change, Saudi 
Arabia experienced, during the selected period, a movement of change, which can 
accurately be described as a comprehensive, rapid and strong movement. This 
produced a huge amount of confusion and dilemma, not only in simple people's 
minds, but also in the minds of the elite regarding their way of dealing with it. Desert 
characteristics and the low level of awareness, on both sides, in terms of their dealing 
with such a social dilemma, are considered factors responsible for the result of the 
conflict. These factors influence the quality of Saudi poetry, regarding the passion 
and irritability, which appear in the poetic words, sentences and images. 
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Considering the aforementioned features of the changes and character of Saudi 
society, it is difficult to find, let alone to produce, an approach to deal with such a 
complex situation of structures, factors and impacts. The Fugitive Meaning Approach 
was selected as the basis for the analysis of Saudi poetry in the selected period, taking 
into account the tremendous heritage of historical and desert accumulations, and 
social and psychological confusion, and their impact on Saudi poetry. 
Although Structural Stylistics could be suitable, at some levels, to deal with Saudi 
poetry, since it pays attention to both stylistic features and their structural contexts 
regarding the text, the poet and the Saudi cultural background, it is found inadequate 
for performing a deep analysis, which investigates the stylistic and structural features 
within their comprehensive contexts. Therefore, the Fugitive Meaning Approach is 
based upon both Structural Stylistics, as a linguistics background, and Creative 
Thinking, as a means of thinking in analysing literary texts, to be able to reach the 
hidden and subconscious meanings in their complex contexts in Saudi poetry. 
In addition, the Fugitive Meaning Approach is found to be the most suitable 
approach for compensating what is missing in the literature on Saudi poetry in the 
period of the study, since the literature focuses on a few elements of Saudi poetry 
without putting them in their cultural and social contexts. The literature is found not 
only to have ignored the study of Saudi poetry in the light of its specific 
circumstances, but also ignored the connections between the detailed stylistic features 
and the major issues, which took place in the country, before or during the selected 
period. In this study, using the Fugitive Meaning Approach, these stylistic details are 
put into their comprehensive contexts. 
It is to be expected of a countryý which has witnessed a variety of historical events 
and experienced huge economic, social and intellectual changes, that conflict will be 
the most obvious feature in life, in general, and literature in particular. Conflict is the 
most evident phenomenon in the Saudi poetic atmosphere, since the poet struggles 
for his/her attitudes, principles and goals. Modernist poets struggle for more freedom 
and a modern life, while Islamist poets struggle, externally, with modernists in order 
to keep society close to Islam and away from Western influences, and internally with 
themselves, due to the longing for the past Islamic glories and the wish to change the 
world to restore the glories of the Islamic past. 
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Evidence of conflict abounds, when one studies affiliation in Saudi poetryý Saudi 
women's poetry, the use of vagueness and unexpected ways of employing popular 
heritage, especially by modemists, as a strong point in their confrontation with other 
trends. After examining most of Saudi poetry in the selected period, four poetic 
phenomena are considered the most apparent. They are the employment of popular 
heritage; intellectual affiliation; conflict dominating women, and the adventure of 
distinction, mainly by using vagueness. 
Because the existing literature has covered satisfactorily the employment of heritage 
in general, this study focused on the qualitative employment of popular heritage, 
since it is exploited in a new way. Saudi poets, who employed a variety of popular 
heritage, such as popular poetry, stories, elements of local spirit and values, are fully 
engaged in the idea of conflictý as reflected by their words, sentences and images. 
They also aim to spread their ideas, using the well-loved heritage as a vehicle. When 
Al-Dumayni, in his poem, "A Cloud for me and a Blouse for her Charm", employs 
popular poetry as an effective device in expressing his disappointment, he is engaged 
in the conflict as he discusses the weakness of the Saudi Modernist Movement in 
society, when the masses attacked the movement after the publication of al-Qarni's 
book in 1988. 
Conflict dominates al-Ijumaydin in the employment of the popular story of Dub5s, 
because it is based on Dub5s' conflict with his father's enemies, who is deemed a 
tribal hero as he was able to avenge himself on them by killing them. The title of al- 
Ijumaydin's poem "A Neglected Note from Dub5s to his Father", implying the 
discovery of a lost note from Dub5s to his father, may convey an indirect message to 
the groups in conflict that the end of the conflict will be different from that of Dub5s' 
story and perhaps unexpected. In his employment of the local spirit by exploiting the 
poetic reputation of Najd throughout the ages, al-ýOayyilý consoles, in the poem, 
"Olympiad of the Body', Najd regarding its position among its people compared with 
the pasý while he maintains that he confronts all current circumstances, in order not 
only to restore the significant position of Najd, but also to help Najd play a vital role 
in modem life and in Saudis' lives in general, by inviting it to participate with him in 
Olympic activities. As for the idea of conflict in al-Thubayt? s poem, "A Page from a 
Bedouin's Papers", it is presented in the employment of the symbol of the came], as 
the representation of the desert and local values, by asserting that the camel will be 
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steadfast against modem changes and rejects any idea of changing its values and 
lifestyle. 
It is apparent, in the analysis of intellectual affiliation of Saudi poetry, that affiliated 
poets are in a state of anxiety, which may be caused not only by the fact that the 
future of their ideas and trends is not precisely known, but also because they feel 
underestimated by others. The Islamist poet believes that the Islamist trend is under 
attack, in Saudi Arabia and across the world, while the modernist poet is anxious 
because he/she sees the Modernist Movement rejected among Saudi society, due to 
people's low level of awareness and experience, which makes the future of the 
movement uncertain. 
The anxiety of the nationalist poet is due to the general situation of internal affairs, in 
terms of not only conflict between trends, but also the big gap between individuals in 
the same generation regarding their openness, mentality, level of awareness and life 
experiences, while the pan-Arabist poet believes that the Arab nation is scattered, and 
its future is threatened, considering the existence of the Israeli state in the heart of 
the Arab world. 
In his poem, 'Time of Struggle", al-Rushayd conveys a special anxiety of the Islamist 
trend, existing in the difficult equation between the pastý i. e. the Islamic golden age, 
and the present. Thus, he is anxious about the past because it is gone, and about the 
present because it is not like the past; it is terrible. His solution is to facilitate a return 
to the past. As mentioned above, the members of the modernist trend believe that 
they only are the avant-garde among a backward society, so, they exploit the 
simplicity of people to make them accept modernist ideas. This was especially the 
case in the early 1980s. While the poem of al-Zayd, "Oh Rust, I Sip You", expresses 
the superiority complex of the modernist trend, it portrays Saudi society as a 
retrogressive one which does not deserve efforts to enlighten itý because of its 
rejection of the Modernist Movement. 
Al-S51ih, in his poem, "You are for me, and we and the Letter for the Homeland", 
expresses the feeling that the homeland, in its current circumstances, is in need of 
sacrifices, since it struggles in carrying out social development. Hence, the poet 
declares his willingness to sacrifice his abilities, his lover and himself for the 
homeland, hoping that these sacrifices may help it to overcome its difficulties. The 
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confiictý which dominates Saudi poets, appears outside the countr34 since al-Mans5es 
poem, "Mere is a Mosquito in Your Excellencys Nose", expresses sarcastically the 
pan-Arabist attitude by giving the Egyptian President some instructions to make 
peace with Israel. Although the poem is presented in an ironic way, it discusses the 
biggest issue, for which all people in the country are willing to sacrifice themselves. 
Women in Saudi Arabia are involved in the conflict too. Taking into consideration 
the Arab traditional and desert values related to women, the misunderstanding of 
Islamic teachings about women, and the factors behind the social conflict in the 
country, women in Saudi Arabia seem to be the main sufferers in the conflict. Thus, 
the conflict, for women, is not only unavoidable, but also remains at a deep level of 
their subconscious minds, and dominates their poetry as a result. Considering the 
background of Bedouin and villagers' societies, especially in Najd, which does not 
allow women to enjoy their rights, in general, it is deemed a sign of progress in 
society when women start making efforts to persuade people about their character 
and abilities. 
Al-cUrayyid, in her poem, "Where- is the Direction of the Trees", confronts all the 
elements of the society, even those who believe in women's rights and ignore them in 
practice, or restrict them, by comparing herself with the pre-Islamic woman, ZarqT 
al-Yam5mah, whose advice was ignored by her people, who lost the war as a result. 
Another type of conflict experienced by Saudi women, which is represented in the 
poem of Q56, "Me Pearl of the Difficult Evening", is the internal conflict for external 
reasons, when a woman attempts to be psychologically steadfast under any 
circumstances. 
While it is expected that women will str-uggle to persuade society to allow them to 
enjoy their rights, or that they will be controlled psychologically by the confiictý it is 
not generally expected of women that they will be in a state of conflict in their 
romantic lives. Al-Hindi, in her poem, "The War of Crescents", is dominated-by the 
idea of conflict, to the extent that she is extreme in dealing with opponents of her 
lover, since she expresses the desire to kill aH of them. This indicates that Saudi 
women are influenced subconsciously by the conflict concept. 
It is true that social conflict is a common phenomenon throughout the ages, but in 
Saudi societyý it is very strong and has a variety of aspects. Conflict in Saudi Arabia 
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has SO far banned fruit for either side, or for the country as a whole, which may be 
due to the desert mentality, which knows no way of resolving disagreements except 
by the annihilation of the other side, believing that only one side should be 
victorious. This method of dealing with disagreements indicates the lack of 
awareness, on both sides, in managing crises and finding a common identity for the 
society, such that all sides can be victorious as the society is rescued. The 
consequences of being in a conflict of this kind are the increased rigidity of the 
Islamist movement, and the increased annoyance with the local interpretation of 
Islam, or perhaps even with Islam itself, among the modernist trend. 
In addition to being interested in distinguishing themselves from others, by achieving 
qualitative renewal in the employment of popular heritage, some Saudi poets, 
especially modernist poets, are keen on showing the society that they are experts and 
have more knowledge than others. The character of modem Arabic poetry, which 
substitutes the intellectual concepts and visions for subjective and lyric poetry, assists 
modernists to compose vague poetry. As a result, they adopt vagueness and create 
some other innovative features in their poetry. Although vagueness is a well-known 
feature in modem Arabic poetry, which may be caused by many reasons that are out 
of the scope of this study, and even if it has not been completely adopted by Saudi 
poets for showing off, it is apparent that vagueness, at least, meets a strong 
subconscious wiHingness in their minds. 
Although vagueness is contrary to the basic communication process, which should be 
built upon a relative clarity, or at least on a minimum level of clarity, in literary texts 
it is the most common poetic device used in Saudi poetry for achieving distinction, 
since poets not only trust their subconscious in creating ideas, as wen as conveying 
them in words and structures, but are also interested in being prominent people in 
society. Besides being a common feature in the type of ShIr7al-TeRah, as it is in al- 
KhashramPs poem, "Stupor", vagueness dominates the prose poem in the country. 
In addition to trying to achieve distinction by adopting vagueness, some Saudi poets 
seek to do so by espousing some other poetic features. Aba Kh5lid, in her poem, 
"Livelihoods", adopts the structure of the short story rather than poetry, focusing on 
dialogue and the description of events, while Moammad al-Dumayni, in his poem, 
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"A Workshop of Flowers", attempts to be distinguished by hiding the subject of the 
poem and composing the poem clearly in other respects. 
To summarise the poetic phenomena in Saudi poetry in the selected period, it can be 
said that the domination of conflict in Saudi poetry is obvious in the discussion of 
affiliation and women's poetry in chapters six and seven. However, the poetic 
phenomena presented in chapters five and eight, which discuss the qualitative 
employment of popular heritage and vagueness and the adventure of distinction, 
convey the conflict indirectly, since seeking distinction and a qualitative renewal in 
the employment of popular heritage are considered very significant factors in 
supporting victory in the conflictý especially the psychological one. Thus, the poetic 
phenomena highlighted in chapters five and eight serve not only to show the poetic 
abilities of the movement's poets, and hence invite confidence, but also to provide the 
movement's poets with real progress in the conflict process itself. 
2. Recommendations and Suggestions for Further Studies 
At the close of this thesis, it. is important to provide some recommendations for 
further areas of research on the same subject. 
Because the characteristics of the selected period, i. e. social conflict and development, 
are ongoing, due to the expected developmental changes, it is essential that Saudi 
poetry becomes the subject of continuous investigation from a variety of perspectives. 
Some other literary phenomena in the selected period may be suggested for 
investigation, such as composing a poem with many poetic styles, i. e. classical, 
TaFffih and popular poetry, the cultural dimensions of employing international and 
local myths in a poem, and the intertextuality between Saudi poets in terms of 
symbols, subjects and stylistic deviations. In addition, stylistic vagueness, which is 
considered as an obvious aspect in modem Arabic poetry, can be studied in the light 
of three important factors: the intention of showing off, trusting the subconscious and 
the influence of translation. 
Statistical Stylistics can be implemented on Saudi poetry, which may uncover 
different findings. Also, applying other approaches to some phenomena of Saudi 
poetry, such as theories of sociology, anthropology and psychology, may be fruitful 
lines of inquiry. 
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Some phenomena appear to be characteristic of individual poets: for example, the 
function of the subconscious in the poetry of al-Ijumaydin; the employment of the 
poetic heritage in the poetry of al-W5fi; the linguistic adventures of the early period 
of al-Thubayti's poetry; passion and commitment in al-cAshm5wi's poetry; prolific 
composition in, for example, al-ýutiayyflý and al-OAshmdwFs cases, and scarcity of 
composition in al-Mans5r and al-Zayd's cases. 
Further, although al-Ghadhdh5mi reviewed the period of conflict, which is mainly 
1985-1995, under the title ffik-jyat al-Had&hah, other reviews from other 
perspectives are needed, since he recorded his history in the period rather than 
reviewing it from a neutral point of view. 
In conclusion, considering that Saudi society has began to change at many levels, 
Saudi poetry becomes an inviting subject for more investigation in several spheres, 
not only because poetry interacts with social changes and contributes to development, 
but also because it anticipates the field of modernity and leads the society to the 
future. 
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